A profound identity: evidence of homogeneity in Gabriel Fauré’s thirteen piano Nocturnes by Cirka, Peter
Boston University
OpenBU http://open.bu.edu
Theses & Dissertations Boston University Theses & Dissertations
2015
A profound identity: evidence of
homogeneity in Gabriel Fauré’s
thirteen piano Nocturnes
https://hdl.handle.net/2144/16332
Boston University
  
BOSTON UNIVERSITY 
 
COLLEGE OF FINE ARTS 
 
 
 
 
 
Dissertation 
 
 
 
 
 
A PROFOUND IDENTITY: 
 
EVIDENCE OF HOMOGENEITY IN GABRIEL FAURÉ’S 
 
THIRTEEN PIANO NOCTURNES 
 
 
 
by 
 
 
 
PETER CIRKA 
 
B.M., Ithaca College, 2006 
M.M., Pennsylvania State University, 2010 
 
 
 
 
 
 
 
Submitted in partial fulfillment of the 
 
requirements for the degree of 
 
Doctor of Musical Arts 
 
2015  
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  © 2015 by 
   PETER CIRKA 
  All rights reserved 
 
  
  iv
DEDICATION 
This work is dedicated with love to two people: Marge Majka, my childhood 
piano teacher, who ingrained in me a deep love of music, and Read Gainsford, my dear 
teacher, mentor, and friend, who inspired and dared me to dedicate my life to the pursuit 
of self-discovery through piano playing. 
  
  v
ACKNOWLEDGMENTS 
I wish to thank Edition Peters Group for kindly granting me permission to 
reproduce Gabriel Fauré’s 13 Nocturnes for Solo Piano, Copyright © 2006 by Peters 
Edition Limited, London: All Rights Reserved. I could not have completed this project 
without their generous policy of supporting academic work by granting copyright 
permission gratis. An original letter of permission is on file at the Boston University 
Mugar Library. 
I could not have completed my doctoral degree in music without the support of 
many people. First and foremost, I would like to express my gratitude to the faculty 
members of Boston University who made it possible for me to finish this dissertation. 
David Kopp, my adviser and first reader, generously dedicated many hours to 
exhaustively reviewing my work and always insisted that I bring that work to a higher 
level. Without Dr. Kopp’s guidance, this project could not have been successful, and I am 
extremely grateful to him. In addition, Richard Cornell found the time amid his numerous 
duties to advise me in the early stages of this process. I will always recall his outstanding 
teaching, musicianship, and kindness during my time as a student at BU. I would also like 
to remember with fondness my first teacher at BU, Anthony di Bonaventura, for instilling 
in me a commitment to the pursuit of excellence during our short time together before he 
passed away in 2012. I was fortunate enough to finish my studies under Gila Goldstein, 
who advised me during this project in addition to her role as my private teacher of piano. 
I am lucky to be able to call her a lifelong teacher and friend. 
  vi
Second, I would like to thank the many music teachers I have had throughout the 
years, all of who have shaped my life as a musician more than I could ever express in 
words. Enrico Elisi and Tim Shafer guided me through that complicated life stage that is 
a master’s degree; my two short years with them at Penn State are years that I often wish 
I could revisit. Before that, my time as an undergraduate at Ithaca College was shaped by 
too many people to mention here. Among them were my first college teacher Read 
Gainsford, who impacted me in ways too numerous to list. Having parted ways with a 
beloved first teacher, I continued my studies with Jennifer Hayghe. Her outstanding and 
inspiring teaching made my first ever concerto performance possible, which I will never 
forget, and she also provided me with guidance and friendship for two years after 
graduation before I had truly found my way as a pianist. Finally, I would like to thank 
Marge Majka, my childhood piano teacher, for her dedication and support throughout the 
years. I hope to have made you proud. 
Next, I would like to thank my family and friends, of whom hardly any are 
serious musicians, for their continued friendship and support as I have pursued such an 
unexpected career path. I could not have become the musician I am without the love and 
support of my parents, Carol and Gerald, and my wife Leslie. I would also not be where I 
am today without the love and support of people who have always been like parents to 
me, especially Barb and Dave Dunn, and my mother-in-law Pat Keebler. In addition, I am 
lucky to have many friends whom I consider the equivalent of family members; Bob 
Dunn, Charles Suozzi, Pat Ryan, Bill Stokes, Diana, Dare, and Hugh are all people whose 
friendship is an indispensable part of my life. Within the insular, peculiar world of music, 
  vii
I am lucky to have found lifelong friends in Josh Horsch, Shelby Sender, and Heather 
Paudler.  
I would also like to express my gratitude to my students, whose enthusiasm so 
often renews my own. I am proud of every student I have ever taught and look forward to 
hearing them each surpass my own playing in their individual ways. While they are too 
numerous to list, I must acknowledge two dedicated adult students who hold a special 
place in my heart and who, having recently completed doctoral degrees themselves, 
understood my life in Boston in a way no one else could. Vic, who will be immensely 
successful with his new life in Washington D.C., and Stacey, who is starting a new life 
and will be a wonderful mother in California, are both brilliant and lovely people that I 
will miss dearly. 
Finally, I would like to thank the two people who have fundamentally altered the 
trajectory of my life as a pianist. First, to the anonymous person who wrote me the card 
during my junior year at Ithaca College in 2005, which read "To Peter, your gift of music 
is a blessing; thank you!" Your kind gesture sits framed on my piano and has inspired me 
countless times to continue my journey as a musician; as lonely as that journey can be, it 
has been deeply rewarding and I would not be completing my degree had you not made 
that touching gesture. And last, of course, to Read: I am filled with awe, respect, and love 
for you as a pianist, teacher, and friend. Having finally finished school, I hereby declare 
you vanquished and look forward to playing for you for the first time.  
  viii 
A PROFOUND IDENTITY: 
 
EVIDENCE OF HOMOGENEITY IN GABRIEL FAURÉ’S 
 
THIRTEEN PIANO NOCTURNES  
 
PETER CIRKA 
 
Boston University College of Fine Arts, 2015 
 
Major Professor: David Kopp, Ph.D., Associate Professor of Music Theory  
 
ABSTRACT 
 
In this dissertation, I argue that Fauré’s reuse and recombination of certain 
material musical elements throughout his life deserves recognition as a central aspect of 
his musical style. The inspiration for my work has primarily been drawn from the work of 
the musicologist Carlo Caballero, who argues that Fauré would have believed that 
consistency of style over time, or homogeneity, is a crucial property of any music that is 
truly original.  
Yet, few scholars have analyzed the degree to which homogeneity is manifest in 
Fauré’s music. More often, their focus has been directed at analyzing topics within 
segments of the three major periods of Fauré’s compositional output and highlighting 
stylistic contrasts between those periods. In contrast to this more common approach, I 
build on Caballero’s ideas to present a two-stage argument. First, I delineate certain 
criteria fundamental to defining a musical style, and observe that a straightforward 
classification of Fauré’s music is not easily discerned upon applying those criteria to 
Fauré’s music. Second, I offer support for the more novel perspective that acknowledging 
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homogeneity itself, absent the need to classify the music materially, constitutes an 
important, informative perspective on Fauré's musical style.  
The dissertation is structured in two parts. Part I, encompassing the first three 
chapters, reviews the struggle to gain widespread understanding that Fauré’s music has 
historically faced. Chapter 1 discusses the criteria of style as they have historically been 
understood and used; Chapter 2 applies those criteria to Fauré’s music; and Chapter 3 
explores Caballero’s assertion that Fauré’s music should in fact display homogeneity. In 
order to support Caballero’s claim, the following seven chapters of Part II present 
analytic evidence from the piano Nocturnes. Chapters 4 through 10 identify recurring 
usages of harmony, tonality, motivic processes, formal events, and textures by Fauré in 
Nocturnes dating from all three major periods of his compositional life. I conclude that a 
strong degree of homogeneity has been demonstrated across the piano Nocturnes, and 
suggest ways in which that perspective can contribute to more widespread understanding 
and dissemination of Fauré’s music. 
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Part I 
Fauré’s Musical Style Through a Historical Lens 
Introduction 
Nearly a century after Gabriel Fauré’s death, stylistic characterizations of his 
music remain unsettled. Recent scholars, most prominently Carlo Caballero in 2001, have 
suggested movement away from the common trend of highlighting contrasts in music 
produced during the three principal periods of Fauré’s career. Instead, Caballero 
emphasizes the remarkable level of uniformity throughout Fauré’s music. However, no 
scholarly work directed at the thirteen piano Nocturnes has analytically demonstrated 
stylistic consistencies across the corpus. That is the goal of this study, which I undertake 
in hopes of contributing to a deeper understanding of Fauré’s piano music. 
Early critical reactions to Fauré often cast the style of his music as generally 
ambiguous and elusive of definite characterization. As I will discuss in Chapter 2, many 
authors’ arguments devolve into terms such as ‘stylistic hybrid’ or frequently over-
emphasize contrasting aspects of the three periods. Similarly, the convenient 
classification of ‘Impressionist’—a label inextricably linked with Fauré’s time and 
place—only partially aligns with traits of his music, and misaligns almost entirely with 
Fauré’s personal artistic ideals. 
Unsurprisingly, a number of scholars have passionately argued that persistent 
misunderstanding has denied Fauré’s music its deserved appreciation in the performance 
repertoire and among the listening public. Martha Elizabeth Stonequist highlights the 
struggle that arises when a perceptible stylistic template is lacking:  
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The critics [of the time] did not so much dislike Fauré’s music, as they simply did 
not understand what little they heard…Even today, Fauré’s music is not played as 
much as Debussy’s or Ravel’s, and likely for the same reason, lack of 
understanding.1 
 
Stonequist’s observation reinforces Charles Rosen’s summary of musical style as the 
“mode of understanding” in a piece of music.2 Robin Tait also speaks to the struggle for 
acceptance that stylistically foreign music typically faces, observing that even sixty years 
after Fauré’s death, “misunderstanding of Fauré’s music often proceeds from 
unfamiliarity.”3Additionally, Robert Orledge remarks on the particular unfamiliarity that 
has followed from Fauré’s innovative use of harmony:  
The originality of Fauré’s harmonic language is still today a major factor in 
alienating some listeners, who see its flexibility perhaps as being that much too 
ingenious, an endless patchwork of keys, the product of an unhealthy obsession 
with subtlety.4 
 
Already accustomed to the consequences of composing original and unique music, Fauré 
himself wryly wrote to his wife on the progress of his tenth Barcarolle in 1913, “As to the 
piece I have started, it will only be the fiftieth or more of my piano pieces that, with rare 
exceptions, pianists allow to pile up without playing…that has been their lot for twenty 
years.”5 
Over half a century later, Fauré’s ominous remark seems validated; Stonequist 
notes that only a small number of accessible exceptions in Fauré’s output—certain piano 
                                                             
1 Martha Elizabeth Stonequist, “The Musical Entente Cordiale: 1905–1916” (D.M.A. Diss., 
University of Colorado. Ann Arbor, MI: University Microfilms, 1972): 146. 
2 Charles Rosen, The Classical Style (New York: Norton, 1971), 19. 
3 Robin Tait, The Musical Language of Gabriel Fauré (New York: Garland, 1989), 3. 
4 Robert Orledge, Gabriel Fauré (London: Eulenberg, 1979), 239. 
5 Gabriel Fauré, as cited via Marguerite Long, At the Piano with Fauré, translated by Olive 
Senior-Ellis (New York: Taplinger, 1963), 73. 
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Nocturnes, songs, chamber works, and his celebrated Requiem—have entered the canon 
of widely performed concert works. Emile Vuillermoz remarks poignantly on one of 
these exceptions, Fauré’s op. 13 Violin Sonata, saying that it “was not understood when it 
first appeared but has since taken its rightful place in the repertoire. One wonders today 
how music lovers of 1876 could have resisted …such a charming masterpiece.”6 
However, in the years since Fauré’s death, a parallel reputation has earned an 
increasingly strong foothold among performers, audiences, and analysts: the consensus 
that almost any given piece imparts a supreme quality of individuality that instantly 
distinguishes it as music that only Fauré could have created. Shortly after Fauré’s death, 
his admiring pupil Charles Koechlin wrote that his music is “impossible to classify, to 
confine within limits, with sensitivity so diverse; any two bars of Fauré are recognizable 
as his and no one else’s.”7 Likewise, Tait observes many years later that “Fauré’s music is 
unmistakable. Certain chords, which may be considered harmonic ‘fingerprints’ of his 
style, render it immediately recognizable.”8  
Stimulating such strong recognition of authenticity seems a time-tested strength of 
Fauré’s music, while the less desirable reputation for being misunderstood by his 
audience seems rooted in the other part of Koechlin’s remark that his music is 
“impossible to classify.” This discrepancy helps to explain the complicated position 
Fauré’s work has earned in the canon of western music: his compositions seem to reliably 
impact listeners with the impression that they are aesthetically unique and original, but 
                                                             
6 Emile Vuillermoz, Gabriel Fauré, translated by Kenneth Schapin (New York: Chilton, 1969), 
 59. 
7 Charles Koechlin, Gabriel Fauré, translated by Leslie Orrey (London: Dobson, 1946), 74. 
8 Tait, The Musical Language of Gabriel Fauré, 18. 
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also leaves them with a sense of mystery as to how and why they possesses that quality.  
Two important authors have already begun to shift the conversation about Fauré’s 
music towards emphasizing aesthetic distinctiveness as an aspect of Fauré’s style.  In his 
1989 book, The Musical Language of Gabriel Fauré, Robin Tait provides supporting 
evidence for how Fauré accomplished this quality of individuality in his work; he directs 
his study toward understanding “…Fauré’s fundamental attitudes and beliefs as he 
expressed them in music.”9 Tait identifies various style elements that, while evolving 
over time, are fundamentally similar even across what are conventionally understood as 
contrasting chronological periods of Fauré’s output. He points to works from every 
principle genre within which Fauré composed—piano, chamber, vocal and orchestral. 
Yet, amid this huge scope, the piano Nocturnes receive very limited treatment.  
It is important to recognize that, preceding this shift in perspective represented by 
Tait, other scholars have focused specifically on Fauré’s Nocturnes (e.g. the dissertations 
of Richard Henry Crouch, Joseph Valecenti, Thomas Wegren, Lily Siao Owyang, and 
Lillian Buss). However, they do not emphasize aspects of inter-opus unity in his work. 
Instead, they all offer blow-by-blow analyses that demonstrate how aspects of each 
Nocturne illustrate Fauré’s evolution as a composer through three different stylistic 
periods as a composer, as well as digressing into aspects unrelated to style such as their 
use in piano pedagogy. 
Carlo Caballero more thoroughly supports the idea of a consistently present 
aesthetic quality in Fauré’s work from a musicological perspective in Chapter 4 of his 
                                                             
9 Tait, The Musical Language of Gabriel Fauré, 12. 
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2001 book Fauré and French Musical Aesthetics. Caballero argues that Fauré and his 
contemporaries would have valued the quality of homogeneity, defining the term as the 
consistency of a composer’s style over time, and demonstrates that it flourished as an 
artistic conviction in fin de siècle France due in large part to Marcel Proust’s wide-
ranging influence.10 Caballero develops his position by building on the work of others 
who have emphasized Fauré’s goal of composing in an original and authentic artistic 
voice, and he portrays the property of homogeneity across a body of work as a validation 
of artistic originality.  
Yet, Caballero does not analytically measure this quality in material traits of 
Fauré’s music. He only offers one modestly supported trait (to which I add further 
evidence in Chapter 10 of this study) while acknowledging the possibility of many more. 
Caballero praises Tait’s work as oriented in a fruitful direction, but remarks that Tait 
overlooks homogeneity as a real outcome. He also refers to the work of Taylor Greer, 
who has discerned consistent uses of the whole tone scale in deep levels of Fauré’s music, 
and Edward Phillips, who has applied a Schenkerian approach to verify similar 
“disruptions of the tonal syntax” in a variety of Fauré’s pieces.11 Thus, Caballero’s 
argument is left rich with potential for insights into Fauré’s music, but only partially 
supported through analysis.  
My central aim is to fill this gap by contributing evidence supporting the 
perspective that Fauré’s music displays homogeneity. I focus my analysis on the thirteen 
                                                             
10 Carlo Caballero, Fauré and French Musical Aesthetics (New York: Cambridge University 
Press, 2001), 125. 
11 Ibid., 165-167. 
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piano Nocturnes, a corpus that spans Fauré’s entire career and is therefore eminently 
suitable for inquiry, arguing that distinctive stylistic traits appear throughout Fauré’s 
compositional life that supersede periodic contrasts in his musical language. This 
dissertation is structured in two parts. Part I is comprised of three chapters: in Chapter 1, I 
discuss the criteria of style as they have historically been understood; in Chapter 2, I 
explore the application of those criteria to Fauré’s music and observe that a 
straightforward classification is not easily discerned; and in Chapter 3, I explore and 
attempt to embolden Caballero’s suggestion that Fauré’s music should in fact display 
homogeneity. In Part II, I survey the thirteen Nocturnes, identifying in Chapters 4 
through 10 distinct traits rooted in harmony, tonality, motivic processes, formal events, 
and textures that appear in Nocturnes from all periods of Fauré’s career. I additionally 
suggest that, with respect to the exploration of musical style criteria in Part I, the 
attributes of lifelong homogeneity itself (absent the need to classify the material elements 
of the music) constitute a legitimate and informative aspect of Fauré’s musical style on its 
own merits. I then suggest ways in which this perspective might contribute to more 
widespread understanding and dissemination of his music.   
  
 
7
Chapter 1  
 
Definitions and Historical Considerations of Musical Style 
 
This chapter discusses musical style, assembling a number of authors’ takes on 
the concepts imbedded in the word itself and tracing historical uses of the term, with 
respect to the arts and specifically music. It then explores in more depth the way aesthetic 
judgments can contribute to descriptions of musical style, and concludes with a working 
definition of what it means to use the term style in any discussion of music. 
 
The Meaning of Style 
What exactly does it mean to discuss the style of a given composer? As noted 
previously, Charles Rosen has concluded that style creates a “mode of understanding” for 
a piece of music. But, how does style aid our understanding? Three of the definitions 
given by the Oxford English dictionary provide useful starting points for understanding 
the various facets of the word ‘style’ itself: 
1. A particular mode or form of skill execution or production; the manner in 
which a work of art is executed, regarded as characteristic of the individual artist, 
time, or place; one of the modes recognized in a particular art as suitable for the 
production of beautiful or skillful work. 
2. Those features of composition which belong to form and expression rather than 
to the substance of the thought or subject matter expressed. 
3. The manner of expression, characteristic of a particular artist…group, or 
period.”12 
 
These definitions suggest that using the term ‘style’ avoids invoking the substance of 
what is being communicated; rather, it invites focus on an entity’s material features, the 
                                                             
12 Oxford English Dictionary online, accessed February 27, 2015, 
http://www.press.uchicago.edu/books/turabian/turabian_citationguide.html.  
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process by which it is created, or a description of commonalities it may hold with other, 
similar entities. It is useful to recall that the word is derived from the Latin stilus, the 
noun for ‘stake,’ or any rudimentary instrument of writing. The word’s etymological 
roots thus emphasize that style describes how an idea is expressed (by using a stake in the 
dirt, or a pencil, or a paintbrush) and perhaps commonalities between different types of 
‘handwriting,’ but not the idea itself.  
Yet, over time, application of the concept of style to certain fine arts, and 
specifically to music, has expanded past this basic definition and blurred the distinction 
between how an idea is expressed and the idea itself.  For example, the definition given 
by Robert Pascall in Grove Music Online counters the idea that style characterizes form 
and expression as separate from substance of thought or matter expressed. 
Style is manner, mode of expression, type of presentation. For the aesthetician 
style concerns surface or appearance, though in music appearance and essence are 
ultimately inseparable [my italics]. For the historian a style is a distinguishing and 
ordering concept, both consistent of and denoting generalities; he or she groups 
examples of music according to similarities between them.13 
 
Going forward, I explore this inseparability of what Pascall calls appearance and essence 
and observe the extent to which it has conventionally held true. I will use the term 
material elements for what has been dubbed ‘manner’ or ‘form’ in the dictionary 
definition and is analogous to ‘surface or appearance’ in Pascall’s definition. With respect 
to music, I consider this concept as embodied by traits of melody, harmony, rhythm, 
texture, form, and structure. I consider the second concept—that of ‘substance of thought 
                                                             
13Pascall, Robert, in Grove Music Online, accessed December 3, 2014. 
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or subject matter expressed’ in the dictionary definition and is analogous to ‘essence’ in 
Pascall’s definition—as the effect that a musical work imparts. I suggest that this should 
be understood as a fluid combination of both the artist’s intentions, when they can be 
discerned, and reception of the work by listeners (which I discuss below in my summary 
of aesthetics). I will use the term expressive effect to describe this concept.  
The definitions given above have also invoked the aspect of commonality. In his 
essay A Theory of Style, the art historian James Ackerman examines the application of 
style to the fine arts broadly (visual, literary, music, etc.) and emphasizes the aspect of 
commonality as married to, and perhaps more significant than, material descriptions of 
the work itself. 
I suggest that the concept of style is a means of establishing relationships among 
individual works of art. We observe or define certain traits or characteristics in 
single works of arts, but we cannot call them traits of Rembrandt’s style, Gothic 
style, or Tuscan style, without summoning our experience of other works by 
Rembrandt, or the Gothic period, or from Tuscany…A particular work of art 
therefore may represent or exemplify characteristics of a style, the way that a 
person may be representative of a society, but to say that it has a style, as we often 
do, is not illuminating. If we use the word style to define a certain artistic 
currency, it is inefficient to use it also to define the unique traits of a work of art. 
The virtue of the concept of style is that by defining relationships, it makes 
various kinds of order out of what otherwise would be a vast continuum of self-
sufficient [my italics] products.  
In works…we must find certain characteristics that are more or less stable 
in the sense that they appear in other products of the same artist, era or locale, and 
flexible in the sense that they change according to a definable pattern when 
observed in instances chosen from sufficiently extensive spans of time or 
geographical distance. A distinguishable ensemble of such characteristics we call 
a style. We use the concept of style then as a way of characterizing relationships 
among works of art that were made at the same time or place, or by the same 
person or group.14 
 
                                                             
14 James Ackerman, “A Theory of Style,” Journal of Aesthetics and Art Criticism 20, no. 3 
(1962): 227–237. 
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Ackerman’s use of the term “self-sufficient” reminds us that every work of art is unique; 
thus a description of any work only enters the realm of stylistic description when a 
relationship to other works is appreciable. Leonard Meyer likewise emphasizes this 
aspect, writing that style is “…a replication of patterning, whether in human behavior or 
in the artifacts expressing human behavior, that results from a series of choices made 
within some set of constraints.”15  
Yet this aspect of commonality still prompts this question: Is style a replication of 
patterning in material aspects or in expressive effect? Ackerman addresses this point later 
in his essay:  
If the characteristics of a work of art that contribute to a definition of style must 
exhibit some stability and some flexibility, then all its possible characteristics 
cannot contribute in equal measure…material aspects of art may change so little 
in the course of history that they might appear almost anywhere at any time.  To 
say that a painting is done on wood, that a statue weighs 300 pounds, or that a 
building is 30 feet high, is to make a statement that, for all its precision, conveys 
little of style. Conversely, at the opposite pole, an evocation of the unique 
expressiveness of a work of art reveals characteristics so ephemeral that they 
appear in that work alone, and have no currency. In short, material characteristics 
are not usually changeable enough, nor expressive characteristics usually stable 
enough, to define style exclusively.16 
Consistent with Ackerman’s point—that the answer to the above question is generally 
contributions of both to varying degrees—the conventional and colloquial usages of style 
labels in the history of western music reveal the fluidity of the relationship.  
The music of composer Olivier Messiaen provides a case in which material 
elements and expressive effect are widely understood as inseparable. Using the phrase 
‘Messiaen’s style’ indeed prompts a listener to expect specific organizational processes to 
                                                             
15 Leonard Meyer as cited in Caballero, Fauré and French Musical Aesthetics, 130. 
16Ackerman, “A Theory of Style,” 229. 
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govern the appearance of material musical elements (i.e. traits such as modes of limited 
transposition and non-retrogradable rhythms), but it simultaneously prompts the listener 
to expect that the expressive effect of the music will invariably be religious in some way. 
This religiosity may be literal, as in the Vingt Regards sur l’enfant Jésus, or indirect as in 
the birdsong pieces, but Andrew Shenton has written that above all Messiaen’s intention 
as a composer was always to “speak the Catholic truths through music.”17  
In other cases, stylistic labels inform material characteristics without necessarily 
linking them to the subject matter of a given piece. An example aligned with this usage of 
the term, and topical to discussions of Fauré’s style, is the label of ‘musical 
Impressionism.’ In Roy Howat’s chapter “Painting in Sound” from The Art of French 
Piano Music, he describes the material commonality among Impressionist composers of 
“exploring sonorities equivalent to the key technique of Impressionist painting…a new 
awareness of colour relationships following discoveries about optics that showed how our 
perceptions are manipulated by juxtapositions of light and colour.”18 While Ravel’s 
humorous and mysterious portrayals of water in Jeux d’eau and Debussy’s portrayals of 
wintery desolation in Des pas sur la neige share that material approach but diverge in 
subject matter, it is important to emphasize that both pieces could still be said to embody 
the essence of musical Impressionism itself—the evocation of imagery through sound—
and the “ultimate inseparability” of appearance and essence in music remains convincing. 
 In a similar vein, deriving style labels exclusively based on expressive effect is 
                                                             
17 Andrew Shenton, Messiaen the Theologian (Burlington, Vermont: Ashgate, 2010), 2. 
18 Roy Howat, The Art of French Piano Music: Debussy, Ravel, Fauré, Chabrier (New Haven, 
Connecticut: Yale University Press, 2009), 4. 
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one that Charles Rosen has specifically warned against: 
In any period, of course, the formal qualities of the smallest detail of a work of 
music cannot be divorced from its affective and sentimental, as well as its 
intellectual, significance within the work, and consequently, more generally 
within the stylistic language. 
…It is true that the means of expression have an influence on what is 
expressed, and it is the ease or the tension with which the language is used—the 
grace of expression—that counts so heavily in art…It is a gross and common 
error to define a style by specifically expressive characteristics, isolating the 
‘elegant’ painting of the sixteenth century as Mannerist, calling the classical style 
Apollonian, the Romantic enthusiastic or morbid.”19  
Here, Rosen distinguishes between material and expressive qualities of music but 
continues to speak to their inextricable link—that the ease or tension with which a 
composer uses his language necessarily affects that which is expressed. Most 
emphatically, he stresses that it would be wrong to characterize a style with respect only 
to content, given that a style is not merely a language but a way of using a language and 
therefore capable of the widest range of expression. Later in the same essay, he writes 
that we must always be mindful that a work by Mozart may be as morbid on its own 
terms as one by Chopin or Wagner.20 (He omits addressing the opposite angle in this 
essay, of whether it would be a gross and common error to define a style by specifically 
material characteristics). 
In addition to describing material and expressive aspects of commonality, Rosen 
adds a third facet encompassed by the concept of style; he argues that any effort at 
                                                             
19 Rosen, The Classical Style, 21. 
20 Ibid. 
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stylistic description invokes a particular historical backdrop.21 In The Classical Style, 
before setting out to explore the “great triumvirate” of Haydn, Mozart and Beethoven, 
Rosen argues that the High Baroque style (music dating from 1700–1750) must be 
recognized as a coherent and systematic musical language that was available to those 
composers against which they could measure their own language.22 Rosen says: 
A style may be described figuratively as a way of exploiting and focusing a 
language, which then becomes a dialect or language in its own right, and it is this 
focus which makes possible what might be called the personal style or manner or 
the artist…What unites Haydn, Mozart and Beethoven is not personal contact or 
even mutual influence and interaction but their common understanding of the 
musical language which they did so much to formulate and change.”23  
Here, Rosen suggests that the heights of originality to which Haydn, Mozart and 
Beethoven soared depended on a preexisting stylistic context of a musical language that 
was reliably understood by their audience. Thus, Rosen argues, any discussion of 
Mozart’s style is to a significant degree an explication of the ways in which his music 
departs from the preceding stylistic language of the High Baroque, as well as an 
explication of the difference between his departure and the departures made by Haydn 
and Beethoven. 
The discussion above has generated several aspects that any in-depth description 
of musical style should address. Most importantly, a style is a concise phrase or label that 
should empower the listener to better understand a given work.  This label accomplishes 
that mode of understanding by informing the listener that a given work shares qualities 
with some larger group (either with other works by the same composer or a certain group 
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of composers, or with other works of a common geographic origin, genre, social purpose, 
etc.) in order to quell, somewhat, the obstacle of unfamiliarity for the listener. These 
shared qualities may reside in material aspects of form and structure, but in music an 
effective label illustrates the inextricable link between the ways in which material 
elements embody or animate the subject matter of the music. Yet whenever one considers 
this distinction in stylistic analysis, it is imperative to remember a warning such as 
Rosen’s—that it is not informative to define the style of a piece solely by expressive 
effect. Finally, the label inevitably invokes both the chronological and cultural setting 
against which the given composer or work is set as factors that affect the listener’s 
perception of that music.  
The next section extracts, for more thorough inquiry, the concept of expressive 
effect from the aggregate of considerations that I have developed above. As observations 
in Chapter 2 will reveal, Fauré’s music has been notable for eliciting the particular 
reaction among its listeners that it holds an essence that is uniquely its own. The related 
concept of aesthetics thus becomes especially pertinent to fully understanding the style of 
Fauré’s music, as aesthetic qualities had earned a new level of prominence in legitimizing 
works of art in Europe by the time of Fauré’s birth in the mid-nineteenth century.  
The Historical Role of Aesthetics in Style 
In contrast to the relatively concrete perceptibility of material elements in music 
(i.e. certain formal processes, certain pitch-organizational languages, instrumentation, 
etc.), grasping the expressive effect of a piece of music relates to the more abstract and 
historically fluid concept of aesthetics. Again, dictionary and encyclopedic sources 
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provide a basic starting point of what it means to use the word aesthetics, but Carl 
Dahlhaus’ seminal books Esthetics in Music and The Idea of Absolute Music provide a 
more valuable account of the historical lineage of the idea in relation to music. In 
addition, when tracing this lineage up to fin de siècle France, Carlo Caballero’s book 
provides useful insights into specific philosophies of aesthetics in Fauré’s time and place.  
The term aesthetics comes from the Greek term aisthanesthai, which roughly 
translates into English as sensual perception. The Oxford Encyclopedia of Music 
attributes the first modern use of the word to Alexander Baumgarten. In his book 
Aesthetica from 1750, Baumgarten defined aesthetics as “…focused attention on the 
value of what appears as sensuously true in everyday life, even if it has no claims to 
scientific status, such as a successful painting of a particular object.”24 Dahlhaus later 
translates Baumgarten’s idea as a theory of “…perception with a completeness of its 
own”25 that by its nature avoids empirically-based conclusions about why a certain 
perception has been drawn. Dahlhaus suggests that this early invocation of “complete 
human perceptions,” recognizing objects as either beautiful or not, is a closely related 
predecessor of the Gestalt theory in psychology, which states that the human mind 
perceives objects in their entirety before it is possible to conceive of their individual 
parts.26  
Essentially, to apply the term ‘aesthetic’ is to describe the way some entity 
                                                             
24 Grove Music Online, accessed December 6, 2014. 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/52965pg3#S5
2965.3 
25 Carl Dahlhaus, Esthetics in Music (London: Cambridge University Press, 1982), 5. 
26 Ibid., 6. 
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stimulates the senses, as distinguished from reflection upon how that effect was achieved 
or analytical conclusions about that entity. When applied to a musical experience, then, a 
listener’s aesthetic response to a piece of music refers to that individual’s immediate 
reaction to and evaluation of a piece of music before intellectual reflection on how or 
why the music provoked that response. Dahlhaus relates this idea to the fact that 
Baumgarten’s work essentially revitalized ancient ‘Ideas,’ as described by Cicero 
centuries earlier, one of which was ‘taste.’ Cicero wrote that, “Concerning art and reason, 
everyone judges right and wrong by means of a silent sense, without any art or reason.”27 
Dahlhaus also notes that the literal analogy had remained intact centuries later when in 
1751, alongside Baumgarten’s German publication, the French Encyclopédie described 
‘artistic taste’ as “the immediate discerning of beauties and defects in the arts, like that of 
tongue and palate, which necessarily precedes any reflection.”28 
Dahlhaus then traces the growing acknowledgment of the reasoning process that 
took hold in the nineteenth century and led to more complex philosophies of art. This 
shift inspired philosophers to examine and incorporate the reflection process itself, 
contemplating how and why taste responses are provoked. He identifies that trend as an 
outgrowth of Romantic attitudes, largely initiated by Kant’s Critique of Judgment and his 
postulation of the possible ‘reflective judgments.’ Having granted increasing license to 
the abstract claims that inevitably arise from aesthetic discussion, nineteenth-century 
scholars engaged in ever-stronger debate over what did or did not constitute a work of art. 
While Kant had outlined ‘rules’ that could hypothetically be followed to generate 
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something beautiful, the dissection of ‘spheres’ from which beauty does or does not arise 
is a direction that Kant, in 1790, had not yet taken. Dahlhaus writes: 
The thought that art is a sphere in which an individual work participates [hence 
the term a ‘piece’ of art or music], as in Plato’s metaphysics a particular thing 
participates in an Idea, is of Romantic origin: even as late as Kant art meant 
nothing more than rules to be observed in order to produce a ‘correct’ piece of 
work.” Kant only postulated a universal common sense that legitimizes individual 
judgment of beauty.29 
But as the nineteenth century progressed, after millennia of delineating fields as 
Mechanical or Liberal Arts based on societal function rather than aesthetic value of their 
yield, philosophers injected a critical new dimension into the distinction. Paralleling the 
general advent of humanism and the emphasis on individuality throughout nineteenth-
century Europe, the individual response to a work of art began to earn a place—alongside 
the concrete properties of the work—in the criteria of legitimizing a work as art. This 
shift is quite obviously reflected in the chronologically parallel transitions through music 
history from the Baroque period, to the Classical period, and ultimately to the advent of 
the Romantic period in the early 1800s—a stylistic line that gradually cedes prominence 
of structural properties within the music to prominence of emotional effects 
accomplished by the music.30 
Conclusions 
In summary, aesthetics represents a corner of artistic philosophy that gradually 
broadened to recognize a listener’s or observer’s sensory reactions to a given work and, 
more importantly, to legitimize those reactions as criteria in describing and evaluating 
                                                             
29 Dahlhaus, Esthetics in Music, 9. 
30 Donald Van Ess, The Heritage of Musical Style (New York: Holt, Rinehart and Winston, 1970), 
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that work—despite the impossibility of concretely analyzing those perceptions. The 
fruition of this historical process strongly colors the artistic environment into which Fauré 
is born, at the midpoint of the nineteenth century. Dahlhaus writes: 
The idea of absolute music in the first half of the nineteenth century was entwined 
with an esthetic driven by the concept of the ‘poetic’—the epitome not of the 
‘literary’ but of a substance common to the various arts. In the esthetics of 
Schopenhauer, Wagner and Nietzsche, i.e., the reigning theory of art in the second 
half of the nineteenth century, music was considered to be an expression of the 
‘essence’ of things, as opposed to the language of concepts that cleaved to mere 
‘appearances.’31 
 
This passage speaks volumes considering, as has been widely noted, that Wagner 
profoundly influenced Fauré (despite Fauré’s stated aversion to imitating him).32  
Born in 1845, along with this rising tide of aesthetic appreciation, Fauré grew not 
only into a composer of absolute music who devised a style that is a uniquely structured 
material system of expression, but also a composer attuned to what that style could 
achieve aesthetically. The next chapter explores Fauré’s system of expression itself, 
applying the criteria of style that have been developed thus far. First, the backdrop 
against which Fauré composed is discussed. Second, the expressive effect of Fauré’s 
music is discussed, as measured by both Fauré’s intentions as a composer and the 
aesthetic judgments of authors reacting to Fauré’s music. Third, the material elements of 
Fauré’s music itself are summarized. Chapter 2 concludes by acknowledging that 
stubborn obstacles to effectively classifying Fauré’s music remain. Chapter 3 then 
explores and builds upon Caballero’s proposal that recognizing homogeneity is a 
perspective rich with potential for gaining a deeper understanding of Fauré’s music.  
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Chapter 2 
 
A Historical Picture of Fauré’s Style 
  
When seeking an explanation for what led Gabriel Fauré to create such 
stylistically ambiguous music, the remarkable span of his life from 1845–1924 is telling. 
His early education at the École Niedermeyer ingrained in him familiarity with many 
techniques of early sacred music; he matured into an adult alongside the milieu of the 
Romantic period; he composed in fin de siècle Paris alongside Debussy and taught Ravel; 
and in his later years he witnessed the advent of serial techniques and the radical 
deconstruction of tonality throughout Europe. Given the changing environment of music 
while Fauré himself was maturing as a composer, it is not surprising that discerning a 
label or even a summary that captures an overarching stylistic premise in Fauré’s piano 
music has historically proved a perplexing task+. Nicholas Slonimsky writes: 
Fauré developed a musical idiom all to his own; by subtle application of old 
modes he evoked the aura of eternally fresh art; by using unresolved mild 
discords and special colouristic effects in his instrumental music he anticipated 
the procedures of impressionism; in his piano works he shunned virtuosity in 
favour of the classical lucidity of the French masters of the clavecin.33 
 
This quality of individuality seems the one attribute that scholars can use to safely 
summarize Fauré’s musical output without qualification. Accomplishing a consensus 
regarding stylistic classification, on the other hand, continually proves elusive.  
To help understand the elements that contribute to that aesthetic quality in Fauré’s 
music, this chapter applies the criterion of three central aspects of style as delineated 
above in Chapter 1. First, aspects of Fauré’s chronological backdrop are explored. 
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Second, the expressive effect Fauré’s music achieves, as imparted through his own words 
and as portrayed by his contemporaries and students, is explored. Last, the evolution of 
Fauré’s use of material elements—melody, harmony, rhythm, structural form, and 
texture—is traced through three widely recognized and contrasting periods. In this third 
section, I relate those descriptions to various piano Nocturnes, for usefulness in 
comparison and contrast with my analyses in Part II.  
The Backdrop Against Which Fauré Composed 
Fauré is often described as a composer between styles, as this 1921 critique by the 
London Musical Times of the Op. 115 Piano Quintette suggests: “M. Fauré, it is well 
known, takes his stand half-way between the modernists and the conservatives.”34  This 
comment acknowledges that while much of Fauré’s early music exhibits highly 
expressive characteristics of the European late Romantic style, this same music also 
foreshadows some of the most radical modern shifts that would take place in the 
twentieth century. Robert Orledge suggests that music critics in turn-of-the-century 
Europe preferred to place their subjects into stylistically established niches, and ever 
since have been bewildered and even “infuriated by the fact that Fauré’s music leaves 
them unable to do so.”35 
Tom Gordon argues that this characterization as between styles can hold negative 
consequences for the public understanding of a composer, because dismissing a style as 
hybrid too often “closes discussion and prevents serious and thoroughgoing analysis.”36 
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Gordon wryly notes another consequence of such a reputation; when the publisher G. 
Schirmer first assembled anthologies of piano music by style, Fauré was placed in neither 
the Romantic nor twentieth-century volumes despite having contributed significant 
compositions belonging to both periods. This example further demonstrates that such an 
unspecific stylistic characterization limits not only an audience’s ability to understand the 
music but also the opportunities for an audience to even discover that music.  
Not surprisingly, the small number of Fauré’s works that have proved less 
perplexing to audiences and earned a place in the standard performing repertoire (such as 
the Requiem, early songs such as Lydia, and various piano nocturnes) display the least 
stylistic complexity. Gordon remarks: 
It is true that his most popular work—the Requiem—is an eloquent manifestation 
of the most conservative of nineteenth century styles, while many of his most 
important works—late songs and chamber music—are both chronologically and 
stylistically works of the twentieth century.37 
 
This observation can aptly be applied to Fauré’s piano Nocturnes. Those that have gained 
the greatest popularity, particularly the third and sixth, are works that are colored by 
Fauré’s unique personality yet do not offend listeners expecting conservative 
manifestations of the nineteenth-century Nocturne style. Yet, Nocturnes such as the 
seventh, twelfth, and thirteenth rank among the most significant in scope and complexity 
and are essential to consider in gaining a complete understanding of Fauré. Overall, the 
Nocturnes have generally suffered the typical consequences resulting from their 
composer being labeled as stylistically hybrid—a lack of widespread, representative 
exposure. 
                                                             
37 Gordon, foreword to Regarding Fauré, xvi.  
  
 
22
Alongside the dismissive notion that Fauré’s music constitutes a stylistic hybrid, 
another insufficient characterization of Fauré’s style is the all-too-often applied label of 
Impressionist. Donald Jay Grout has summarized musical Impressionism as a term, 
borrowed from the late nineteenth-century movement in French painting, which describes 
music intended to depict a mood, atmosphere, or scene separately from expression of 
feeling.38 In one sense, none of the composers conventionally labeled as 
Impressionistic—particularly Debussy and Ravel, as is well documented—were satisfied 
with the designation, yet that label has persisted. Roy Howat notes that “the word 
Impressionism, originally coined as an insult, is probably here to stay, for both painting 
and music.”39 The term may pertain to certain composers and works to varying degrees, 
but it seems especially misdirected in the case of Fauré, despite his inextricable 
chronological and geographic connection to the movement. 
Labeling Fauré as an Impressionist does advance the desired ‘mode of 
understanding’ by invoking certain commonalities of appearance aspects with other 
‘Impressionists.’ For example, Howat identifies and traces in Fauré the technique of 
presenting a melody several times, each time illuminated by different harmonies, as a 
uniquely Impressionistic trait that generates sonorities analogous to the juxtapositions of 
light and color explored by the Impressionist painters. The label also aids in 
understanding Fauré, but only under the specific terms of the following passage by Jan 
Passler: 
[Impressionism in music] relates to the self-conscious individualism of the artists 
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in the original exhibitions, and to what Shiff calls the ‘technique of originality’. 
Like the concerts of the Société Nationale which began around the same time, 
Impressionist exhibitions started as an attempt by a diverse and complex group of 
young painters to show their own work independent of the juried Salons.40 
 
Fauré was a founding member himself of the Société Nationale; if the label of 
Impressionist were simply intended to evoke his prioritization of individualism and 
originality, it would certainly contribute to an understanding of Fauré’s music.  
However, the implications of that label reach far beyond the priority of 
individualism, and it is clear that Fauré created his music with artistic intentions that are 
not entirely compatible with conventional understandings of Impressionism’s aesthetic 
intent. When the multiple facets of style itself, as explored above in Chapter 1, are 
applied, the nuanced but important distinctions between Fauré and other ‘Impressionistic’ 
composers become clear. Most obviously, visually evocative titles akin to those chosen 
by Debussy and Ravel are absent from Fauré’s oeuvre for piano; Fauré exclusively chose 
generic titles—Preludes, Pièces Brèves, Valse-Caprices, Romances, Barcarolles, 
Nocturnes—that recall Romantic genres. Roy Howat notes that “Pictorial titles meant 
little to Fauré: asked once what marvelous skies had inspired the opening of the sixth 
Nocturne, he replied dryly, ‘the Simplon Tunnel.’”41 Furthermore, as will be discussed 
below, Fauré held personal convictions that the essence of all musical composition is self-
expression—a principle much more closely aligned with other European philosophies 
such as Romanticism and Expressionism than with Impressionism. (Donald Van Ess has 
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written in A Heritage of Style, “In Romantic music we find the chief concern of the 
composer to be the representation of emotion, while in Impressionistic music, it seems to 
be the creation of a sensual effect.”)42 The symmetry between Fauré’s convictions and 
those stylistic trends is more obvious than in the cases of Debussy and Ravel; Donald Jay 
Grout writes, “On the whole, [Fauré’s] style of lyrical, continuously developing melody 
and clear textural lines is antithetic to Impressionism.”43 In summary, it is quite clear that 
the expressive essence of Fauré’s music is directed less at representing the world beyond 
him and more at animating the world within. 
The label also falls short from the perspective of backdrop; the musical movement 
of Impressionism, spreading when Fauré is already middle-aged, does not invoke an 
existing musical language that Fauré could have exploited and focused in his own way 
while developing as a composer. Jann Pasler clarifies the delicate historical context in 
which ‘musical’ Impressionism was set. 
The word ‘Impressionism’ did not appear in conjunction with a specific musical 
aesthetic until the 1880s (although it had been used earlier in titles of travel pieces 
and descriptions of 19th-century programme music). Perhaps referring to the 
Pièces pittoresques of Chabrier, a friend of the painters and collector of their 
work, Renoir spoke to Wagner in 1882 of ‘the Impressionists in music’. More 
importantly for historians, the secretary of the Académie des Beaux Arts first used 
the word in 1887.44 
 
As I will discuss later in this chapter, the musical language that Fauré inherited and 
redirected has much more complex roots, into which both ancient church music and 
elements of Romanticism are interwoven. We see here that Impressionism was not a 
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cultural and historical backdrop against which Fauré composed, as it was for his student 
Ravel; rather, it was an influential movement around him, but an influence that he 
resisted. Furthermore, his uniquely conservative education at the École Niedermeyer 
distorts the sense of backdrop against which his style should be understood—it removes 
that background from simple chronology and geography. In short, Fauré was active a bit 
too early to view as Impressionist (recall Slonimsky’s remark that he anticipated 
Impressionism), and his particularly conservative education somewhat disconnects him 
from the expected backdrop of time and place.  
The designation of Impressionist for Fauré thus results in a similar impasse to the 
dismissal of his style as ‘hybrid.’ While Fauré does demonstrate compositional 
techniques and language that overlap with those of Impressionism, and certain pieces 
exhibit Impressionistic material traits, his central goal of authentic self-expression renders 
the stylistic classification incomplete at best and potentially misleading. The question 
persists—is it possible to extract some central stylistic characterization of Fauré that 
aligns with his intentions as a composer? If Fauré’s music is to be understood neither as 
the work of an ‘Impressionistic’ composer, nor as the work of a composer who blended 
various styles, then how should we understand it?  
Identifying the Expressive Effect of Fauré’s Music 
A larger stylistic inquiry of Fauré’s music demands attention to the expressive 
accomplishments of his body of work, and a picture of his goals as a composer can be 
assembled through his words alongside the aesthetic judgments of those close to him. 
Particularly pertinent are writings of the pianist Marguerite Long, the critic Emile 
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Vuillermoz, and Fauré’s own student Charles Koechlin. 
Fauré himself makes it clear that he perceives the life of a composer as an inward 
journey directed ultimately at authentic self-expression. This belief is evident as he writes 
to his friend and struggling composer Florent Schmitt in 1898: 
Artistic conscience alone should guide [the composer]—the desire to express his 
sentiments faithfully and for perfection of form, without concern for immediate or 
eventual external success. To express that which is within you with sincerity, in 
the clearest and most perfect manner, would seem to me always the ultimate goal 
of art.45 
 
Elsewhere, Fauré calls the pursuit of musical composition a process that is a “slow, 
uninterrupted ascent' towards self-realization.”46 Robin Tait argues that Fauré fulfilled 
this ideal when he says that “at an early stage, [Fauré] seems to have become satisfied 
that the processes of his own music were a fruitful field for development, and that 
external influence was inappropriate to his self-respect as a composer.”47   
Many authors praise Fauré for achieving such a level of individuality through 
subtlety and nuance as opposed to striking innovations. Tait also writes, “Undoubtedly, 
Fauré presents us with no startling innovation in any aspect of musical language…yet 
remains one of the most highly original of musical thinkers.”48 Charles Koechlin speaks 
to Fauré’s natural inclinations towards simple, often understated expression: 
Novelty can be achieved by quite ordinary means…the creation of new sounds 
may be necessary to some geniuses, but others show themselves more subtly 
revolutionary. Persuasive, and without iconoclasm, they are no less innovators; 
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and such a one was Gabriel Fauré.49 
Analysis often reveals complexities in technique whose effect is 
simple…Fauré always remains audaciously simple; his ideas never sprang from 
the desire for distinction…there is no striving for effect. With complete simplicity 
of his soul…Before all things, this music is loving.50   
 
Jean Roger-Ducasse, in his preface to Fauré’s collected Nocturnes, declares that 
“[Fauré’s] compositions incorporate thousands of nuances…such density of detail 
challenges both performer and listener, yet also offers untold rewards. Nuance surely 
must be among the most characteristic features of Fauré’s musical style.”51 James 
Sobaskie discusses the nature of the way compositional nuances contribute aesthetically 
during performance:  
The term nuance may also be applied to evocative elements of pitch structure 
which stimulate the listener’s imagination and arouse expectation. Woven into the 
musical fabric, such compositional nuances may achieve expressive ends without 
extra emphasis in performance. For example, a surprising note or sonority may 
encourage a listener to predict a recurrence. Familiar harmonic progressions or 
patterns hint at what might happen next as they unfold. Shifts of tonal center or 
changes of scale open new aural territory for development, introducing fresh 
realms of possibility. Minute chromatic details in a melody may elicit various 
kinds of musical and extra-musical associations, as well as add color. Indeed, 
even common musical features may quietly elicit participation in the unfolding 
aural experience.52 
 
Sobaskie’s point is insightful—Fauré’s skilled employment of nuance arguably creates 
the type of music with the ability to preserve its intended expressivity even through 
significant variations in performance choice. 
While these writers have emphasized Fauré’s penchant for interweaving nuance 
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on many levels, in Fauré’s music the effects of nuance are often cloaked amid the simple 
prominence of melodic phrase. As Joseph Valecenti notes: 
A profusion of melody is often the outstanding characteristic of most of his 
instrumental works; even in his late compositions, in which melody may not be as 
much in evidence, the craftsmanship of writing and clarity of thought bring to the 
work a readily discernible Fauréan quality. Few composers have stamped their 
work with such originality and indelibility.53 
 
As studies of Fauré universally note, his major accomplishment as a composer lies in his 
seemingly endless originality in manipulation of harmony; yet, this abundance of 
harmonic originality must always be viewed in light of its support of the melodic phrase. 
Koechlin adds: “[In Fauré’s] harmonic language one realizes that the isolated chord is but 
one, rather accessory element…It is the chord progression, and the way in which this is 
brought about, and particularly its relation to the melody, to the evolution of the phrase 
and to the gradations of feeling, which is fundamental.”54  
Fauré’s passion for the artistic ideal of representing oneself with intense 
individuality can also be seen in his legacy as a teacher. Accounts of Fauré’s teaching 
reveal his insistence that students develop their own voice, as opposed to imbuing 
formulaic processes—even processes he himself preferred—in their music. Tait notes 
that Fauré created no school of thought, wrote no treatises and inspired no imitators.55 
While this lack of legacy may somewhat ironically contribute to the struggle for his 
widespread recognition as a first-rate composer, it validates that his teaching embodied 
his artistic ideal that the act of composition was, first and foremost, unique to each 
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individual. 
Finally, Valecenti and others frequently describe Fauré as a spiritual composer; 
Valecenti states that Fauré’s music is “more spiritual than passionate.”56 One aspect of 
Fauré’s music that arguably embodies his approach to spirituality is that of asceticism. 
Nowhere in the piano Nocturnes are there indulgences such as superfluous virtuosic 
passages, overt ornamentation, needlessly thick textures, ostentatious tempo indications 
or indications of rubato. This ever-present spiritual, and perhaps somber side of Fauré is 
relevant to Vuillermoz’s interesting observation that, “Although he generally had a happy 
disposition, Fauré never was attracted to the comic element in music. It is with difficulty 
that one pictures him involved with the composition of an opera buffa. Humor and even 
irony have found no place in his work.”57 
In sum, we see that Fauré’s lifelong endeavor for authentic self-expression 
yielded music that aesthetically imparts emotional depth yet a sense of simple sincerity. 
Throughout his life, Fauré crafted pure melody with a “clarity of thought that brings to 
the work a readily discernible Fauréan quality” infused with near-infinite possibilities of 
nuance in the harmony, rhythm, and texture surrounding it—all of which was undertaken 
with an almost religious, ascetic level of care. The next section summarizes the material 
characteristics of Fauré’s music itself—the fruit borne of this artistic purpose—and the 
way that music evolved through Fauré’s long career. 
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Material Characteristics of Fauré’s Music in Three Periods 
When describing Fauré’s music from a theoretical perspective, the prevailing 
trend among theorists and musicologists has been to parse three separate periods through 
which Fauré evolved stylistically, and to direct analytical work at illuminating Fauré’s 
use of various musical elements within the framework of those periods. Linking 
individual works to a given period holds the advantage of effectively summarizing a set 
of material elements of style—melodic, harmonic, rhythmic and structural—that a 
listener can reasonably expect to appear. Jean-Michel Nectoux summarizes: 
“…the first period (1860–1886) being his search for a style and the absorption of 
his Romantic inheritance . . . the second (1886–1905) being a period of 
maturation in which Fauré developed a more personal style, marked by 
chromaticism and experiments in counterpoint and harmony which were 
sometimes overdone . . . and the last (1906–24) being a period of radical self-
renewal, involving a lightening of instrumental textures, a stiffening of melodic 
lines and a still greater harmonic audacity resulting from a more consistent 
emphasis on counterpoint.”58 
 
This approach does yield a certain mode of understanding—albeit, one that is not 
comprehensive—and it is indeed helpful to observe when and how Fauré redirected 
certain elements of his style.  While the second half of this study argues for a more 
inclusive approach to analyzing Fauré’s musical style, periodic descriptions do offer 
useful insights that inform any larger stylistic inquiry of Fauré’s music. 
Early Period (1860–1886) 
Christopher Steele has remarked regarding the composer’s early period that 
“although Fauré forged his own compositional path, it was a path that originated in 
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tradition.”59 The origins of this path date back to Fauré’s time spent as a student at the 
École Niedermeyer during the years 1855–1865. Two of the most prominent seeds of 
conservative tradition from which his personal style grew were sown at the École 
Niedermeyer— ubiquitous exposure to the modal language of early sacred music, and a 
through grounding in techniques of counterpoint and figured-bass realization.  
Orledge summarizes the lifelong residual effect of Fauré’s early schooling: “…in 
general we find in Fauré a kind of nostalgia for a pre-tonal world.” He also notes that one 
of Fauré’s hallmark accomplishments was that he “revitalized the tonal system by 
infusing it with modality,” and that this accomplishment owes much of its success to this 
early training at the École Niedermeyer. 60 Tait has written that the quality of 
individuality so often recognized in Fauré’s music can be attributed to the way in which 
he combines modes and harmony.61 Tait has also specified that it is an “ease of 
movement between modes and diatonic keys” that enriches Fauré’s musical language, 
doing so without disturbing a strong syntactical element in his compositional process.62 
Vuillermoz relates this point to Fauré’s early experience as organist: 
Fauré derived from a lengthy familiarity with the organ repertory and the 
liturgical antiphons a thorough knowledge of the ancient modes which were to 
enrich his technical vocabulary and make it flexible by freeing it from the 
traditional and arbitrary dictates of major and Minor keys.63 
 
These authors and many others agree that the impact this early exposure to modality had 
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on Fauré cannot be overstated. 
Fauré also inherited from the École Niedermeyer a strong linear conceptualization 
of music. Jean-Michel Nectoux has written that the long immersion in ancient polyphonic 
music Fauré received had a profound influence on him, permeating Fauré’s compositions 
ever more deeply as the years since his schooling passed.64 Orledge speaks to the wide-
ranging effect of this mindset, noting that an emphasis on part-writing was what allowed 
Fauré to recombine existing elements of music in creative ways. 
Fauré’s evolution as a composer took place in harmony rather than in texture or in 
form: in the syntax rather than the language of music…Fauré created no new 
chords, his innovations lay within chord progressions, and his revolution was 
achieved through part-writing rather than texture.65  
 
This point, that Fauré’s art relied on the reimagining and recombining of established 
musical elements and processes rather than on new elemental or procedural innovations, 
is essential to understanding Fauré’s early years. Nectoux credits this approach whole-
heartedly to Fauré’s early education in the passage below. 
Never has one seen a more eloquent example of the exquisite transmutation of 
values, which can be operative in a musician of genius by borrowing the boldest 
and most effective elements of an entirely novel grammar and syntax from the 
oral heritage of the distant past.66…Thanks to [the École Niedermeyer], when 
Fauré ended his course of studies at the age of twenty, he possessed a “profession” 
based on a firm foundation and a secure but flexible musical style acquired by 
daily association with the masterpieces of the great German composers. This basic 
foundation soon allowed him to create a style and a vocabulary which were 
completely his own, without betraying the essential dogmas of the most orthodox 
musical gospels.67 
 
Beyond these aspects of his early schooling, the period of high Romanticism into 
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which he was born also influenced Fauré’s early style. Many authors note the fluency of 
rhythmic motion in Fauré’s early music and his penchant for spinning long, expressive 
phrases.68 Marguerite Long cites the following passage from an anonymous music critic 
in 1906: 
Fauré, the direct heir of Chopin, has carried through all the methods of 
composition that one finds in the work of the Polish genius and in that of Liszt. 
He transforms them into his own style and goes further down the path opened by 
Chopin, since he feels all the expressive value of pure harmony.69 
 
Richard Henry Crouch has written of Fauré’s early period, “From the very beginning, 
Fauré establishes himself as a rich and colorful harmonist…fascinated with linear chords 
that contain enharmonic versatility…Fauré is always drawn to chords with a strong linear 
pull.”70 Vuillermoz identifies that even in the early works, two apparent traits of Fauré’s 
piano style are the “flavorful use of modulation and the expressivity of the 
accompaniment pattern,” continuing that “It is no longer a question of a timid try at 
independence; these have become definite characteristics.”71 These two traits are clear 
outgrowths of a linear predilection. It is horizontal, contrapuntal thinking that, from his 
earliest pieces, provides Fauré a vehicle for momentary harmonic effects (tonicization) 
and large-scale tonal variety (modulation). It is through that same kind of thinking that 
Fauré extracts maximum expressivity from accompanimental patterns.  
This chronological period of 1860–1886 contains the first five piano Nocturnes, 
pieces that display this array of early characteristics. These early Nocturnes exhibit 
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expressive Romantic melodies and full textures, and all utilize large-scale ternary forms 
featuring contrasting middle sections that use an ascetic level of virtuosity and recall the 
influence of Chopin and Liszt. Yet an underlying contrapuntal force also pervades these 
pieces, a force that even early in his career always allows Fauré the option of generating 
unexpected sonorities driven by the priority of voice-leading over vertical 
conceptualization of harmony. The early Nocturnes thus demonstrate that Fauré is a 
composer who has both inherited a profoundly tradition but is already “forging his own 
path.” Charles Koechlin effectively and concisely captures the sheer originality already 
apparent in Fauré’s early style:  
As it happened as with the great painters of old, intent on imitating their masters: 
despite themselves, if they had anything to say their art became personal and, 
without their knowing it, they achieved something new…so with Gabriel 
Fauré.”72  
 
Middle Period (1886–1905) 
Fauré’s middle style is widely described as a period of maturation during which 
Romantic style elements from his earlier years linger, yet passages increasingly arise in 
which chromaticism begins to create degrees of harmonic dissonance beyond what is 
typical of Romantic music. Recall that Jean-Michel Nectoux described works from this 
period as “marked by contrapuntal experiments and levels of chromaticism that seem at 
times overdone.” While the qualifier of ‘overdone’ may be a matter of opinion, pieces 
from this period cement the tendency borne in Fauré’s early period of relying so strongly 
on linear processes that almost infinite possibilities of harmonies are allowed.  
Robert Orledge comments that as Fauré matures, he discovers possibilities in                                                 
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formal organization that are both more expansive and more intricate than before: “Each 
genre [in the second period] reflects, to varying degrees, Fauré’s developing maturity as a 
composer, which is most evident in the subtler cadences, the sectional links and the 
increasing use of modality.73 Analysts widely recognize this increasing presence of 
modality in the second period; however, as James Sobaskie has written and as I apply the 
concept in Chapter 6, Fauré’s use of modality always remains rooted in subtle modal 
suggestion (defined more thoroughly in Chapter 6 of this study) rather than employment 
of a non-major or minor diatonic mode as the dominant pitch organization of a given 
piece.  
While the sixth, seventh, and eighth Nocturnes date from this middle period, the 
fifth Nocturne (chronologically a member of Fauré’s early period) exhibits many of these 
musical elements, and thus it should be understood as a transitional piece. Most notably, 
while still in a ternary form, this piece greatly expands the possibilities of events with that 
form. The A-section contains two distinct themes in the tonic key, between which an 
extended transition is essentially a developing variation of the first theme. The B-section 
is expansive, leading to a climax that recalls the early theme. Transitionally, Fauré uses 
cadential extensions throughout the A and B sections and an intricately designed 
retransition preceding A′. Finally, the Nocturne features a freely composed coda that is 
more substantial in length than most of Fauré’s other Nocturnes. While modal 
suggestions are notably absent, when observed alongside the similarly expansive 
treatments of form in the sixth and seventh Nocturnes it is clear that the fifth Nocturne 
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anticipates Fauré’s middle-period procedures.  
The presence of modality does increase a great deal in both the sixth and seventh 
Nocturnes, as does the level of chromaticism, particularly in developmental passages. 
Commenting that the seventh Nocturne foreshadows Fauré’s late period (during which 
increasing use of diffused tonality, another term used by Sobaskie, manifests) Thomas 
Wegren observes that, “An interesting departure is Fauré’s attempt to hide key-centers at 
the beginning of sections.”74 Orledge also observes that each of the three principal 
sections functions in a different key, yet they each begin on a non-tonic harmony in that 
key, which distinguishes this piece from the previous six Nocturnes. 
Orledge also notes of the middle period that, “More important are the 
developments beneath the surface: the increasing poetic awareness, self-criticism and 
emotional depth.”75 Interestingly, many of Fauré’s most popular works date from this 
period; Orledge points to the sixth Nocturne as reaching a breakthrough point.76 He 
describes the piece as profound, pure, and contemplative, and quotes Alfred Cortot: “Few 
works in the piano literature can be found to compare with this…the emotion in this 
Nocturne goes far beyond personal sentiments to arrive at a universality which is the 
mark of a masterpiece.”77 Many authors corroborate that the sixth Nocturne holds an 
undisputable place as Fauré’s most popular in terms of performance frequency, and that 
the seventh Nocturne holds an enduring place in the hearts of scholars appreciating its 
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depth and complexity even as it is somewhat less accessible than the sixth. 
Yet Cortot’s remark suggests that perhaps it is through sheer accessibility that 
these middle-period pieces have garnered such popularity, and that many lesser-known 
works deserve a much closer look. The five Nocturnes dating from Fauré’s late period 
clearly demonstrate the general compositional directions Fauré took late in life. They are 
substantially less well known, but as many authors have argued they are deserving of 
their own place in the repertoire. 
Late Period (1905–1924) 
Orledge notes that ‘The wealth of piano music Fauré wrote in his third period is 
relatively little known…perhaps because this is a certain gravity and almost anger in 
much of it.’78 The subject matter of the final five Nocturnes, among them an elegy and 
allusions to World War I, and their exclusive minor key settings, indeed support such an 
observation. Yet equally apparent is Nectoux’s description of Fauré’s late period as one 
of ‘radical self-renewal,’ and if the subjects take a morbid turn, the essence of Fauré’s 
inward journey towards sincere self-expression continues to blossom. The thirteenth and 
final Nocturne in B minor, while lesser known than earlier Nocturnes, is widely praised 
among scholars as an arrival point for Fauré and his finest Nocturne. Orledge describes it 
as “noble and deeply introspective…a world of its own, a combination of profound 
meditation and surging energy,”79 and Nectoux calls it the crowning achievement of the 
collection.  
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General characterizations of Fauré’s late style by his chief biographers (Nectoux, 
Orledge and Vuillermoz) describe extremes of chromaticism and rhythmic complexity as 
well as a move towards sparser textures in Fauré’s late music. One of the most valuable 
sources for close readings of the late style is the analytical work of James Sobaskie, a 
leading scholar on Fauré. A significant characteristic that Sobaskie identifies in Fauré’s 
late music is the effect of diffused tonality. As he defines it, the concept of diffused 
tonality refers to the use of a tonal center in principle, but also the avoidance of certain 
fundamental contextual elements, such as constructing a phrase or section within a major 
or minor tonality but avoiding any perfect cadences throughout the section.80 Two 
prominent means for achieving diffused tonality that Sobaskie outlines are modal 
suggestion, defined as “effects of the Dorian, Phrygian, Lydian, and Mixolydian modes 
that occur within a fundamentally tonal context as a result of prominent surface pitch 
details,” and transient tonicization, defined as brief detours to distant keys within the 
context of otherwise tonally stable phrases.81 All five late Nocturnes, and especially the 
ninth, tenth, and eleventh, illustrate Fauré’s ability to push the limits of diffusing—but 
never fully deconstructing—tonality.  
Christopher Steele has also identified traits in the Piano Trio, Op. 120 that 
effectively diffuse tonality. Steele cites formal and textural blurring techniques as 
prominent traits of Fauré’s late style, describing the effect of formal blurring as follows: 
The aural effect of the large-scale blurring techniques is a decreased perception of 
the overall form of the movement and the resulting neutralization of the dramatic 
narrative that is traditionally dependent upon the perception of large-scale formal 
                                                             
80 Sobaskie, “Allusion in the Music of Gabriel Fauré,” 166. 
81 Ibid., 182. 
  
 
39
processes. The tension typically associated with the opposing key areas in sonata 
form is somewhat lessened when those opposing key areas are at times so loosely 
defined that one can be mistaken for the other. The ambiguity between the 
transition and the secondary key area contribute an element of unpredictability to 
the otherwise very familiar sonata-form construct. The scattering of 
developmental function and stabilization of the true development section also 
contribute to this formal unpredictability, but perhaps more importantly they 
neutralize the dramatic hierarchy of the entire movement.  
Collectively, these compositional decisions result in a musical style 
characterized by continuity of melodic line and rhythmic motion combined with a 
subtlety of expression that lacks the weightiness of formal rhetoric. With these 
stylistic features, Fauré achieves a sound that distinguishes his music from that of 
his predecessors without relinquishing the basic tools that he inherited from 
them.82 
While none of the piano Nocturnes utilize sonata form, this observation is relevant in that 
the late Nocturnes similarly obscure basic ternary and rondo forms. The ninth, tenth and 
eleventh Nocturnes all distort the return of their primary themes in different ways. In the 
thirteenth, blurring occurs in both the immediate developmental passages of the A-section 
and the massive retransition that apprehensively withholds proper thematic return, all the 
while hinting at the opening motive of the primary theme. In all of these pieces (except 
for a surprisingly stable harmonic outline in the thirteenth) opposing key areas could be 
said to be so loosely defined as to disturb any sense of hierarchy. And the ninth, tenth, 
and eleventh Nocturnes could equally be described as featuring scattered development of 
the main theme.  
The aspect of extreme disturbance, but not full breakage, of his inherited 
processes should be understood as the overriding theme of Fauré’s late style.  For all of 
the boundaries Fauré pushes in his late music, it is essential to remember that he 
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continues to create music distinct from previous eras “without having relinquished the 
tools he inherited from them.” To this effect, Nectoux has called the twelfth Nocturne “a 
piece in the romantic spirit, but in a modern style.”83 Throughout the late period, forms 
remain blurred but intact, melodies retain a vocal quality, and diatonic cadences 
consistently reinforce to the listener that tonality is never fully deconstructed. Steele’s 
summary in his study of the Op. 120 trio aptly applies to Fauré’s late period overall: “It is 
not so much the fact that these techniques are used, but rather the extent to which they are 
used that causes this music to sound more modern and elusive than its traditional 
components would suggest.”84  
Conclusions 
This chapter has shown that from the perspective of backdrop, understanding 
Fauré’s style as either Impressionistic or hybrid only imparts a limited understanding of 
the music. Second, it has revealed Fauré’s music as primarily directed at authentic self-
expression. And finally, it has shown that theoretical analysis of Fauré’s music links 
certain compositional trends to certain chronological periods, which can aid our 
understanding of a given piece from that period.  
Yet as informative as those findings are, this chapter has not met the central goal 
of characterizing the style: applying these criteria have not brought us any closer to 
ascertaining a summary of Fauré’s style that meaningfully invokes commonalties with 
other composers or groups. The question remains: what or whose music is Fauré’s most 
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like? Citing (with admiration) the high degree of individuality of the music, it is this very 
question that authors so often evade answering definitively. Tait speaks to this challenge: 
[There is] a central paradox that in every facet of Fauré’s musical language we 
find apparent self-contradictions: his harmony is traditional, yet innovatory; his 
rhythms are conservative, yet they create a unique time-world; his music is at the 
same time rigorously constructed and elusive.85 
 
While Tait justifiably labels those elusive qualities of Fauré’s music as paradoxical, it still 
holds that a stylistic description of Fauré should impart some aspect of commonality with 
other composers or groups. Given the unique material features of Fauré’s music, several 
authors have suggested that it may be more enlightening to redirect the search for such 
commonalities towards the aesthetic accomplishments of Fauré’s music. As related in 
Chapter 1, the distinctive reputation Fauré’s music has earned of being so recognizably 
his own is allowed for as a real element of style.  
I will now turn to the argument that a body of music attaining such an aesthetic 
quality should also demonstrate significant material consistency. This assertion poses the 
question of whether music from Fauré’s early, middle, and late years actually contrasts in 
material ways as pointedly as the periodic construct implies. The significance of Robin 
Tait’s work is his ability to navigate this paradox by ceding that Fauré’s music did 
undergo the periodic shifts summarized above, yet demonstrating that certain material 
style elements are consistently related across those periods. In the next chapter, I observe 
that Carlo Caballero’s musicological work is even more vital to validating this 
proposition. For all of Tait’s valuable and detailed analysis, Caballero suggests that Tait 
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overlooks the possibility of homogeneity in his work,86 citing the need for additional 
understanding of the chronological and cultural forces that shaped Fauré as a composer. 
He argues that these forces would not have influenced Fauré to produce music that 
ambiguously blends styles, or to move in the direction of an Impressionistic style. Rather, 
those forces would have ingrained in Fauré a desire to, above all else, individuate his 
artistic voice. In Chapter 3, I summarize Caballero’s enlightening and persuasive 
argument for homogeneity, modestly attempting to embolden it through my own research 
when possible, as a prerequisite to the analytical approach that follows in Part II. 
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Chapter 3 
The Property of Homogeneity in Fauré’s Music 
Defining Homogeneity 
In Chapter 4 of his book Fauré and French Musical Aesthetics, Carlo Caballero 
defines the property of homogeneity as “the consistency of a composer’s style over 
time.”87 He argues that Fauré would have considered homogeneity a necessary, even 
legitimizing property of music that espoused original, authentic self-expression. 
Caballero emphasizes that “…homogeneity has to involve a particular 
understanding of musical style, one that does not exclude the idea of different stylistic 
phases or periods, but identifies what joins these phases or periods together rather than 
what separates them.”88 The quality of homogeneity must therefore be acknowledged if it 
is possible to identify “unique strands that run through a store of music, link it together at 
distant intervals, and ultimately reveal its origin within a single human imagination.”89  
Caballero leaves the scope of a given store of music open-ended—homogeneity may be 
equally identified within a single piece or a composer’s entire output of works. Fauré ’s 
protégé, Marguerite Long, also references homogeneity when she argues in At the Piano 
with Fauré that any single work of Fauré’s “respects the law of the three unities,”90 
elaborating:  
First, there is unity of style, which is the perfect homogeneity of musical language 
and the consistency of the personality throughout the work. It is this that allows us 
to recognize a page of Fauré from its first bars, as a familiar voice reveals itself… 
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[Second] the unity of rhythm is the persistence, obvious or subtle, of one basic 
rhythm despite the rhythmic variety of the entire work. The pulse is life itself in a 
work. … [Third], tonal unity enjoys the variety of modulations, where Fauré 
discovers the most subtle nuances.91 
 
Long’s point is well taken, but Caballero is posing the deeper question of whether 
Fauré’s entire compositional corpus in fact contains strands that “link it together at 
distant intervals” and ultimately reveal Fauré’s imagination as its singular origin. It is a 
provocative and significant question, for with respect to certain style elements, many of 
Fauré’s early and late pieces can seem worlds apart. Caballero addresses this quandary: 
In abstract terms, Fauré’s technical development as a composer over sixty years 
might be explained as a series of deductions, at once logical and inspired, from a 
rather small set of premises. But the musical language of Fauré’s old age is 
drastically different from that of his youth—so drastically different that critics 
have suggested comparisons between late Fauré and Stravinsky’s work in the 
twenties and thirties. Yet, we look in vain for any glimmer of Stravinsky in, say, 
Fauré’s early nocturnes, so there must be some hidden alchemy in his logical 
chain of deductions. Fauré, in short, presents us with a lifelong stylistic 
development whose seamlessness is as obvious as the distance between its 
starting and ending points is baffling.92  
While identifying the hidden alchemy is left to analysis that Caballero states is beyond 
the scope of his argument, he argues that there is no doubt Fauré would have striven for a 
deep level of consistency in his music. Caballero cites Marcel Proust’s encompassing 
influence on so many artists and musicians in fin de siècle France, quoting Proust: 
“[What holds significance] is not style of actual works but the profound identity that 
crosses them, the very essence of an artist, the quality of his art that lies beyond the 
bounds of time."93 Accordingly, Fauré would have always expected a given piece of 
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music to be recognizable as the work of a certain individual, while allowing for varying 
formal techniques that the composer may be utilizing at various stages of his technical 
development. Caballero’s remark that “Fauré’s attitude towards stylistic change is 
consistent with his general aesthetic convictions,”94 recalls Fauré’s principal goal of self-
expression detailed in Chapter 2. It follows that this attitude held by Fauré would have 
been one that values an artist’s reinvention of his methods only if those adjustments serve 
as a more effective vehicle to express that which the artist has been continually trying to 
express all along.  
Arguments for a Shift in Analytical Emphasis  
If tracing a hidden alchemy is truly the goal, then confining analysis of Fauré’s 
style to the periodic mold may not be a particularly effective strategy.  Emile Vuillermoz 
expounds on this issue at length when he warns of the barriers posed by emphasizing 
periodic distinctions in Fauré’s works:  
When we talk of a composer’s catalogue, there seems to be immediate recourse to 
‘three style periods.’ The first period of a composer is the one in during which he 
searches for his style. The second is when he has discovered his path and 
produces his most glorious works, the third is the one in which, moved by some 
grace from above, he devotes his genius to reexamining the old and exploring the 
new—he ‘sheds his skin.’ Reread the biographies of the most celebrated 
composers and you will notice that their entire output can be divided into these 
compartments…in France, naturally it has been applied to Fauré’s works.  
…Yet, as a matter of fact, as early as his so-called first period, Fauré on 
occasion utilized the daring vocabulary he didn’t have the ‘right’ to use before his 
second period, and at the end of his life he did not hesitate to speak in the blandly 
charming language of his youth. Musicology finds it difficult to forgive him for 
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these indiscretions.95  
The theoreticians most bound by the convention of the “three periods” 
were visibly disturbed to see that the charming Lydia –with its calmly melodic 
stepwise movement, its well-balanced, essentially Fauréan elegance, its use of the 
Hypolydian mode and its rarified style (which presages the ascetic themes of 
Inscription sur le sable, Op 106 No 8)—obliged them to recognize its close 
relationship with Penelope, Le Jardin clos, Op 106, and even with the String 
Quartet in E minor, Op 121 which contradicted their theory of a voluntarily 
penitential old man! They are no less embarrassed when they see in L’Absent, Op 
5 No 3 inflections from the Nocturne No 13 in B minor, Op 115 and the 
Barcarolle No 9 in A minor, Op 101 of that supreme simplicity which used to be 
ascribed exclusively to Fauré’s last works.96 
 It seems to me difficult to go along with Vladimir Jankelevitch in the 
reverent praise he gives of Fauré’s twilight years, that Fauré had the ‘courage to 
disown his past.’…Those who consider Fauré as having no reason to be ashamed 
about his past and to have no need to atone for it should not willingly accept the 
sad short cut this synthesis indicates.97 
 
Cabaellero cites Fauré’s son, Phillippe Fauré-Fremiet, on this same topic: 
I must say I find it completely arbitrary to define bounded periods in the work of 
an artist, and most of all when that work represents, even in its variety, an 
absolutely continuous creative labor. Rather, successive stylistic periods consist in 
gradually stripping away of borrowed elements, which at first necessarily served 
him as the ground-rules of a language, in order to approach that perfect expression 
he seeks.98 
Contrary to composers who undertook deliberate changes of stylistic course at various 
points in their life, such as Beethoven or Liszt, this argument stresses that understanding 
Fauré requires appreciating the ways in which his music reveals a man of unwavering 
artistic convictions. Though certain periodic trends can be observed in Fauré’s work, as is 
the case with any composer, Robin Tait correctly suggests that overemphasizing contrasts 
across these periods is potentially detrimental to our understanding of Fauré. Rather, Tait 
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points out that changes in style must be emphasized as new thoughts that are spoken in 
the same fundamental language. He says,  
There is no Heiligenstadt Testament with Fauré, and few declarations of intent or 
announcement of new paths; his development, rather like that of Haydn, is slow 
and unspectacular…it is an evolution from within, since what is new at any point 
is less often a new sound than a new relationship between sounds, a new 
juxtaposition.99  
 
Caballero corroborates Tait, saying that Fauré had a “lifelong knack for reinventing 
himself musically within the bounds of almost unvarying technical and expressive 
propensities.”100 
Even more fascinatingly, Fauré himself took issue with those who observe distinct 
periods in Beethoven’s output—the composer whose music is ubiquitously understood in 
three separate periods. As Caballero emphasizes, throughout Fauré’s entire career of 
editorial and critical writing he consciously avoided referencing stylistic periods in 
Beethoven. Caballero cites this notable passage in Fauré’s preface to an edition of the 
Beethoven String Quartets as evidence: 
Let the critic show us the promises of the first quartets realized in those that 
follow; let him point out the composer’s favored methods from the earliest 
movements, and then in that long series of works, all different yet poured into an 
almost unchanging mold; let him unveil the slow but uninterrupted ascent of this 
inner life, of this thought, style, and technique.101 
While Fauré ’s perspective on Beethoven may be a minority view, Charles Rosen shows 
solidarity: 
                                                             
99 Tait, The Musical Language of Gabriel Fauré, 13–14. 
100 Caballero, Fauré and French Musical Aesthetics, 5. 
101 Gabriel Fauré, as cited by Caballero in Fauré and French Musical Aesthetics, 131. 
  
 
48
The traditional division of Beethoven’s music into three periods is not untenable, 
but it can be as misleading as it is useful. When the division into three periods is 
retained, it should be clear that it is a fiction for the purposes of analysis, a 
convenience for understanding, and not a biographical reality.102 
Along with his contemporaries, Fauré perceived the act of composition as an ongoing 
realization of identity on the part of the composer.103 In this sense, every single work 
represents change directed at ultimate self-realization. Thus, implying through periodic 
constructs that certain shifts are more significant than others may be misleading—we 
may not realize the significance of how many hidden strands are retained from one so-
called period to the next. Fauré would have viewed Beethoven’s early period not as the 
composer’s embrace of an inherited style, but conversely as the infancy of a lifelong 
process of stripping away ‘borrowed’ elements.  
The fact that, for Beethoven, this stripping away led to conscious revolutionary 
shifts in his style only serves to reveal the nature of the man creating the music; it 
advances the argument that change itself is the profound constant in Beethoven’s music. 
We might speculate that Fauré would have sympathized more with the views of an author 
such as J.W.N. Sullivan in Beethoven: His Spiritual Development than with Scott 
Burnham in Beethoven Hero. These authors diverge on whether Beethoven’s “self-
actualization” (a term applied by Burnham) lies in his heroic middle-period works, or 
whether those heroic works are better understood as precursors to the self-actualization of 
the more spiritually oriented late-period works. Burnham has written that, “The specific 
style that has come to define the nature of Beethoven’s accomplishment is his heroic style, 
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a style to which only a handful of his works [from his middle-period] can lay unequivocal 
claim.”104 Sullivan, on the other hand, offers a somewhat different perspective: 
In Beethoven’s personal history the attitude towards life characteristic of his 
‘second period’ was found to be insufficient…In the [late-period] works we are 
aware that, although all the elements of the old problem are present, something 
new is being said; a synthesis has been achieved…Such a transition, as we find 
from Beethoven’s ‘second’ to his ‘third’ period, where nothing is abandoned and 
yet where everything has changed, is extremely rare.105 
It is important to note that these authors are not making value judgments of individual 
works. Rather, Burnham contends that the style defining Beethoven’s accomplishments 
can be observed in a fixed number of pieces from the middle period, while Sullivan 
argues that the synthesis Beethoven ultimately achieves in the third period is most 
characteristic of the composer’s accomplishments. I suggest that understanding this 
synthesis necessitates awareness of trends displayed by Beethoven’s entire corpus, a 
perspective similar to Fauré’s view on Beethoven as Caballero has explicated above.  
Supporting the Argument that Fauré’s Music Displays Homogeneity  
A review of Fauré’s contemporaries—the various composers, authors, and artists 
who surrounded him and opined on his music in fin-de-siècle Paris—reveals a focused 
attunement to aesthetics and noticeably less analytical scrutiny than much current 
academic work. Caballero notes, “Critics referred to Fauré’s remarkably continuous 
discovery of differences within the boundaries of stable and recognizable attitudes 
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toward technique and expression,”106 and also cites Joseph de Marliave’s praise that 
“Fauré’s art lives off nothing more than its own substance, renewing itself ceaselessly 
within an absolute unity of character.”107 Caballero even cedes that reliance on Proust’s 
influence means accepting the metaphorical nature of identifying homogeneity—he notes 
that “Proust’s musical sensitivity was greater than his technical or analytical [musical] 
aptitude…but his notions of stylistic homogeneity remain at the heart of our 
argument.”108 
The broader view of celebrating the essence of Fauré’s musical style seems to 
have dissipated over the years since his death, and has arguably been neglected as the 
methods of technical analysis have probed the form and structure of his music ever more 
specifically. While these analyses have revealed many fascinating insights about Fauré’s 
techniques, as discussed in Chapter 2, their focus arguably becomes too narrow at times. 
This narrowing is both understandable and justifiable, as every piece by Fauré exhibits 
fascinating, unique musical processes worthy of close investigation. However, work such 
as Tait’s reminds us that an effort to integrate the larger picture of “methods whereby 
Fauré expresses in music his fundamental attitudes and beliefs” is vital to any analysis of 
Fauré’s music. Caballero’s argument warrants an even bolder restatement of that goal, 
implying that any analysis of Fauré’s music should be able to identify elements that 
contribute to a unifying thread in his lifelong output. 
However, if analysis does demonstrate that the quality of homogeneity is present 
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in Fauré’s work, how does one square that with the conventional view that distinct trends 
can be observed in different periods throughout his life—the potential counterargument? 
Caballero argues that any changes should be understood as instances of renewal, and 
further argues that Fauré’s contemporaries shared the belief that:  
Innovation occurs in the context of intelligible self-transformation so that change 
ultimately approaches self-renewal within homogeneity…Changes in style are 
real traces that do allow us to observe the progress of an individual artist, but this 
progress has as its goal the every truer illustration of a single sensibility, the purer 
distillation of some inner essence.109   
Orledge has also said that “The quality of constant renewal within an apparently limited 
range is one of the more remarkable facets of Fauré’s genius.”110 The challenge, then, is 
to understand each change as a renewal of a previously existing property, not as Fauré 
setting out in a new direction. Caballero says to this point that “through an understanding 
of the principles of sincerity and originality, we can reconcile Fauré’s penchant for 
innovation with homogeneity of his style.” 111 Tait speaks to this perspective: 
What differentiates the second period from the first period is not so much the 
introduction of new elements into his harmonic vocabulary as the increased scope 
given to already existing elements within his constantly evolving style...and in the 
third period, new harmonic units tend to be extensions of existing harmonies.112 
Orledge has also alluded to this idea, noting that, “In Fauré’s first works, we can already 
find the principles of contrapuntal expansion that led him to explore the extreme limits of 
tonal syntax in his late works.”113 And, remarking on the late period, Aaron Copland 
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expounds on this train of thought. He notes that the essence of Fauré’s music has not 
changed, but rather “…it is the quality of the inspiration that has most changed. The 
themes, harmonies, and form have remained essentially the same, but with each new 
work they have all become fresher, more personal, and more profound.”114  
These authors all point in a promising direction for a richer understanding of 
Fauré ’s music, but the availability of supporting analytical evidence is limited. Caballero 
points to the work of three previous authors that preceded his as starting points in this 
larger project of uncovering material evidence of homogeneity in Fauré’s music. First, he 
cites Robin Tait’s extensive work tracing Fauré’s reuse of motives throughout his life. 
Second, he cites Taylor Greer’s identification of two consistent types of whole-tone scale 
usage by Fauré. Third, he references Edward Phillips’ identification of “a set of 
consistent techniques [used by Fauré] for disrupting tonal syntax in his music”115 that 
Phillips grounds in a Schenkerian approach. 
For his part, Caballero grants one modest analytical point, which is the recurrence 
of a specific trait found in several of Fauré’s early, middle, and late piano pieces. He 
points out “…descending passages that all mark a kind of exhalation after points of 
climax. They are Fauréan and also bear a structural function in common…they are what, 
for lack of a better word, musicians often call a “gesture.”116 Caballero acknowledges the 
similarity to what Bryan Northcott had earlier called “a stylistic fingerprint…the Fauré 
‘swoop’ in which many of the piano works celebrate their climaxes in exultant 
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descending scales.”117 Caballero identifies this event in four examples that span twenty-
seven years: the Ballade for piano and orchestra, the fourth Nocturne, the fifth Barcarolle, 
and the eighth Barcarolle. Speaking to the nature of renewal through recombination of the 
same basic elements in Fauré’s music, Caballero suggests, reminiscent of Copland’s 
remark, that: 
Fauré is able to turn his habitual mode of descent to a new purpose, but we still 
recognize the gesture, often consisting of octaves, thrown over opulent harmonic 
beddings, allowing the pianist to unburden the preceding points of tension in an 
extremely satisfying way. The physicality of the gesture attests to its spontaneous 
quality, as if Fauré’s own hands, so skilled in improvisation, knew all the possible 
levers of a personal mechanism for descending from musical summits.118 
Caballero reflects that extracting such passages is akin to “cross-referencing entries in the 
lexicon of Fauré’s style.”119  Yet, Caballero’s analytical support stops there; he explicitly 
states that more comprehensive analysis would be enlightening but is beyond the scope of 
his chapter. The search for what Caballero has hypothesized—Fauré’s “favored methods 
from his earliest movements” aimed at discovering a “profound identity of unifying 
threads that cross works at distant intervals”—demands still more analytical evidence in 
the form of clear examples of Fauré using and recombining the same material elements in 
early, middle, and late works alike. 
Conclusions 
Tait has remarked appropriately that “It is difficult to isolate one characteristic of 
                                                             
117 Bryan Northcott as cited in Caballero, Fauré and French Musical Aesthetics, 289. 
118 Caballero, Fauré and French Musical Aesthetics, 165. 
119 Ibid., 167. 
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a composer’s style and elevate it to a position of superiority over others.”120 While my 
analyses in Part II will in fact claim that certain traits are aesthetically distinctive, I will 
avoid claiming that any one characteristic holds superiority in classifying Fauré’s style 
materially. The traits will be drawn from various material categories and identified 
simply as elements that contribute support for the existence of homogeneity.  
Thereafter, however, I will argue for elevating the overall quality of homogeneity 
itself as crucial to understanding Fauré. In addition to Caballero’s justification for taking 
this stance, the following point made by Charles Rosen is pertinent:  
… a style is ultimately itself treated as a work of art, and judged as an individual 
work is judged, by much the same standards: coherence, power, and richness of 
allusion…it is almost as much an expression itself as a system of expression.121  
 
I interpret Rosen’s statement as corroboration that homogeneity itself can constitute a real 
element of Fauré’s style. The fact that Fauré believed in and honed his own, highly 
individual musical inclinations and compositional processes with nearly unwavering 
resolve throughout his life—even as the musical trends and the world at large changed 
drastically around him—can be considered as a separate expression from that of any 
single piece within the system of expression. For if homogeneity in fact exists it is, as 
Caballero asserts, “evidence of true self-realization.”122 
 Therefore, in my analyses, I will not privilege a blow-by-blow approach showing 
how each piano Nocturne typifies Fauré’s periodic output. The authors referenced in 
Chapter 2 have undertaken that task, as have the multiple dissertations I will reference in 
                                                             
120 Tait, The Musical Language of Gabriel Fauré, 14. 
121  Rosen, The Classical Style, 21. 
122 Caballero, Fauré and French Musical Aesthetics, 127. 
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Part II. Their work represents a wealth of resources to supplement the still elusive pursuit 
of classifying Fauré’s music on the historical spectrum of style. Rather, I will focus 
analysis on discovering attributes of lifelong homogeneity in Fauré’s work using all 
thirteen Nocturnes. Part II will now comb through this sizeable corpus to identify a 
number of compositional traits that appear from the beginning to the end of Fauré’s 
compositional career. 
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Part II: Homogeneous Traits of the Thirteen Nocturnes 
Introduction 
This study follows several dissertations that have been written to date focusing on 
Fauré’s piano Nocturnes. Richard Henry Crouch’s dissertation, “The Thirteen Nocturnes 
and Barcarolles of Gabriel Fauré,” provides the most thorough theoretical analysis of all 
of the Nocturnes; his stated goals include “seek[ing] to determine what style periods 
Fauré's career divides into, and what style elements distinguish each period…[The 
Nocturnes] were composed rather regularly and so provide rather regular indices of his 
evolving style…as they group themselves both chronologically and stylistically into style 
periods.”123  His work follows accordingly, analyzing salient melodic, harmonic, formal, 
and rhythmic features that situate each Nocturne within a stylistic period and demonstrate 
trends typical of that period. Joseph Valecenti’s analytical approach proceeds in a similar 
fashion to Crouch’s—intermittently acknowledging relationships across periods, but 
doing so anecdotally and focusing more on blow-by-blow analysis within each piece. 
Thomas Wegren, Lillian Buss and Lily Siao Owyang have also discussed salient features 
of the Nocturnes as part of dissertations that survey Fauré’s piano music as a whole, all of 
which remark on how stylistic characteristics from each period manifest in the piano 
music. 
While each dissertation provides valuable insight on those levels, none of those 
authors propose that homogeneous traits exist throughout the corpus. Crouch mentions 
                                                             
123 Richard Henry Crouch, “The Nocturnes and Barcarolles for Solo Piano of Gabriel Fauré” 
(Ph.D. Dissertation: Catholic University of America, 1980), 2. 
  
 
57
the quality of homogeneity, but only once and at the level of the individual piece 
(recalling Marguerite Long’s writing) rather than across the body of works, when he says 
that “[In the tenth Nocturne] the pervasive rhythmic motif and overall rhythmic-textural 
consistency have a unifying effect, and the result is a continuous, homogeneous structure 
with parts that are highly inter-related to each other.”124 The question as to what extent 
the Nocturnes as a whole display evidence of homogeneity remains unasked. 
As Valecenti rightly notes, “The collection of Piano Nocturnes characterizes some 
of the best of Fauré’s writing.”125 These works span the period 1875 to 1921, and their 
scope is remarkable. Idiomatically, they demonstrate the full realization of all aspects of 
his piano writing: expressive melodies, prominent bass lines, virtuosic passages, uniquely 
crafted accompaniments, and an overall sense of seemingly endless textural variety. As 
discussed in Chapter 2, the earliest Nocturnes invoke the backdrop of the high Romantic 
style, and particularly the nocturnes of Chopin, whereas the final Nocturnes present 
startling dissonant sonorities that would soon seem unremarkable as the twentieth-century 
further deconstructed tonality. The collection therefore makes for an appropriately 
representative body to probe for evidence of homogeneity. 
Having approached my own study of these pieces from this angle, I believe the 
Nocturnes are in fact rich with traits that create the aesthetic sense of a profound identity 
crossing through them. Some traits are related to elements that have been emphasized as 
appearing in specifically early, middle, or late style periods by other authors but in fact 
occur in Nocturnes from all stages of Fauré’s life. Others are idiomatic to the piano 
                                                             
124 Crouch, “The Nocturnes and Barcarolles for Solo Piano of Gabriel Fauré,” 62. 
125 Valecenti, “The Thirteen Nocturnes of Gabriel Fauré” 1.  
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Nocturnes and, to the best of my knowledge, are identified here as ubiquitous across the 
Nocturnes for the first time. I will present seven traits in an order that gradually moves 
from local to global levels of analysis. 
Chapters 4 through 6 ‘zoom in’ to describe consistent traits grounded in the 
context of harmony and tonality. Chapter 4 details prominent appearances of the 
augmented triad, a ubiquitous sonority throughout the Nocturnes, and reflects on 
similarities of usage. Chapters 5 and 6 detail traits related to the broader concept of 
‘diffused tonality,’ inspired by James Sobaskie’s work. Diffused tonality is an effect that 
Sobaskie has identified in Fauré’s music and delineated particularly in his analysis of 
Fauré’s late style (see Chapter 2) but in fact appears in early, middle, and late Nocturnes 
alike. Chapter 5 traces transient tonicizations—defined by Sobaskie as brief detours to 
distant keys within the context of otherwise tonally stable phrases—of mode-preserving 
chromatically third-related harmonies that David Kopp has identified as strong mediants. 
Chapter 6 traces Fauré’s recurring use of modal suggestions involving the Phrygian and 
Lydian modes and the resulting effects of allusion, defined by Sobaskie as musical 
elements or events that allude to something outside of their immediate context,126 that this 
technique achieves.  
Chapters 7 through 10 successively ‘zoom out’ to identify traits rooted in motivic 
processes and formal events that contribute larger-scale effects. Chapter 7 traces the 
influence of a significant melodic motive that Fauré interweaves into nearly every 
Nocturne. Chapter 8 outlines a developmental technique of independently presenting then 
                                                             
126 Sobaskie, “Allusion in the Music of Gabriel Fauré, 169.  
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later integrating contrasting themes and textures that, for all the comparisons with 
Chopin’s Nocturnes these pieces receive, shows the omnipresent competing influence of 
Liszt on Fauré’s style. The process is mostly aligned with large-scale ABA ternary forms 
(but is influential in other cases) in which A presents thematic melodic material, B 
introduces a contrasting theme and texture, after which thematic material from the A-
section is developed within, and applied to the texture of, the B-section before a true A′ 
thematic return.  In Chapter 9, I observe Fauré’s penchant for using ascending sequences 
to create significant points of climax. In Chapter 10, I trace occurrences of Caballero’s 
aforementioned “exhalation after points of climax” in several additional Nocturnes (recall 
his citation of the fourth Nocturne).   
In the following analyses, uppercase letters denote large formal sections; 
lowercase letters, along with numbers if necessary, denote thematically significant 
phrases or sub-sections; and the letters x, y, and z denote transitional sections.127 The 
appendix of this study contains charts that utilize this scheme to clarify formal structure 
along with indication of salient features within each Nocturne for cross-reference.  
  
                                                             
127 For example, an opening A-section of a piece may be labeled [a1 - a2 – x – a1′]. This sample 
section would thus contain a primary and thematically significant sub-section, a secondary and 
thematically significant sub-section, a transitional sub-section, and then a variation of the primary 
sub-section.  In the following analyses, uppercase letters always refer to sections, and lowercase 
letters to themes or subsections. 
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Chapter 4 
Use of Augmented Triads 
Fauré uses augmented triads in nearly every Nocturne, and similarities of their 
placement within various phrases and sections contribute one unifying thread to the 
corpus. Recalling Orledge’s statement that “Fauré’s style thrives on ambiguity,” Robin 
Tait prudently addresses the arguably ambiguous effects of using certain harmonies: 
Whether or not the half-diminished seventh, or the augmented triad, were 
consciously exploited for their inherent ambiguity is dangerous to state as fact. It 
would, however, seem ridiculous to affirm the contrary, and our musical intuition 
would seem to support the idea that their presence and their development in his 
oeuvre are not accidental.128 
 
He also emphasizes a major point of distinction between Fauré’s specific use of 
augmented triads and other composers of the time: 
In choosing [augmented triads] he shows no particular originality; he is simply 
accepting the harmonic currency of the times; it is his attitude towards them that 
is original…At a time when other composers, most notably Liszt, Wagner and 
later Debussy, were using these harmonies to undermine the strength of tonality, 
Fauré throughout his music used them within a firm tonal context.129 
Tait’s point recalls the recurring theme that I have emphasized in Part I of this study, and 
that any discussion of Fauré’s style should emphasize: Fauré infuses tonal works with 
elements that expand the sonorous possibilities of diatonic contexts (such as suggestions 
of modality, as discussed in Chapter 2 and applied below in Chapter 6, and the 
ambiguous possibilities of augmented triads here) rather than extending the use of those 
elements so far as to undermine the diatonic system itself. 
The studies by Richard Crouch and Thomas Wegren incidentally observe uses of 
                                                             
128 Tait, The Musical Language of Gabriel Fauré, 106. 
129 Ibid., 26. 
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the augmented triad, but both identify appearances sporadically, and neither author points 
at its consistent use throughout the corpus. Tait’s analysis explores Fauré’s use of 
augmented triads more comprehensively. He generally focuses on them as a device for 
modulation, but as stated above, he references the Nocturnes sparingly. In this chapter, I 
analyze many passages in the Nocturnes that use augmented triads. I conclude with 
reflections on the similar ways in which Fauré uses augmented triads with respect to 
phrase structure and sectional significance, adding support to the idea that it is Fauré’s 
“attitude” towards this sonority that is distinguishing. In most cases, I provide traditional 
Roman numeral analyses to demonstrate a broad sense of tonal context. In this chapter 
and the next, deviations from pre-established basic phrase lengths often become pertinent. 
When necessary, I will differentiate elongation of a basic phrase through internal 
expansion (a term from William Rothstein’s Phrase Rhythm in Tonal Music) from 
elongation of a basic phrase through either prefix or cadential extension (in which 
material is added before or after the basic phrase). 
The A-section of the second nocturne in B major presents four phrases 
(a1/a1′/a2/a2′) as shown in Example 1.1a. Fauré creates the expectation of a perfect 
cadence in the fourth, a2′-phrase (measure 8, beat 3) but substitutes that expected B major 
arrival with a B augmented triad in second inversion. He uses this augmented sonority as 
a passing chord to G-sharp major that allows for an internal expansion of the phrase to 
develop, which is accomplished through prolongation of G-sharp major before a V-I 
closure in measure 10. The augmented triad is marked molto espressivo and leads to the 
most expressive forte passage of the A-section. 
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Example 1.1a: Nocturne No. 2 in B major: substitution of augmented triad for major triad in 
measure 8. 
 
Example 1.1b shows an augmented sonority in the b sub-section of the same 
Nocturne. This sonority is used in a similar context to the previous example, in that it also 
appears during a dynamically emphasized and elongated fourth phrase, although it is 
placed differently and with substantially more prominence. Here, Fauré presents four 
iterations of a secondary theme in four phrases (measures 24–25, 26–27, 28–29, and an 
expanded fourth phrase in measures 30–33) that gradually accomplish a modulation from 
B minor to D major. Fauré hints at the ultimate goal of the section by tonicizing D major 
in measure 25, but withholds a more definitive V-I cadence until the close of the section. 
When D major is eventually verified, through the expanding material in measures 33–34, 
the event is made more expressive by the pre-dominant insertion of an augmented I6 
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chord.130 This use of an augmented triad where a tonic triad is expected allows for the 
dramatic melodic arrival on the high B-flat pitch, which is then retained as the striking 
flat-ninth of the upcoming dominant.  
                                                             
130 In the given analysis, I consider the measure 33 B-flat pitch an enharmonic respelling of A-
sharp, which renders D the root of the triad. 
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Example 1.1b: Nocturne No. 2 in B major. The augmented triad is used in measure 33. 
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In the third Nocturne in A-flat major, the B-section opens with a melodically 
cohesive eight-measure b-theme that is built out of four two-measure motivic gestures, 
the melodic shape of which naturally emphasizes the downbeat of the second measure. 
The four iterations are all harmonically adventurous; it is the opening gesture that 
emphasizes an augmented sonority. Here the E-natural is not treated as a passing tone, 
but as an anticipation that is transferred to the bass to become the root of the following 
chord. 
 
 
Example 1.2: Nocturne No. 3 in A-flat major. The augmented triad is used in measure 29. 
 
The distinct placement of an augmented sonority in the opening theme of the 
fourth Nocturne recalls that of the A-section from Nocturne No. 2, in that its position 
leads to an expansion of the fourth, most expressive phrase of the section. This section 
has established a regularity of phrase length by virtue of the three successive two-
measure slurs (measures 1–2, 3–4, and 5–6), and a concluding fourth phrase of similar 
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structure is expected. An augmented triad in the second half of measure 7 points towards 
a half cadence on the dominant, which would maintain regular phrase length. Fauré does 
arrive on the dominant, in a V42 inversion, but that harmony resolves unexpectedly; the A-
flat in the bass moves down a semitone and the harmony changes to V7/vi. From there 
Fauré extends the phrase through a circle of fifths progression, finally arriving at a 
cadence on the dominant in measure 10, with a short tag following in measure 11.  
 
Example 1.3: Nocturne No. 4 in E-flat major. An augmented triad is used in measure 7. 
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In the famous sixth Nocturne in D-flat major (rondo form, A/B/A′/C/A′′), Fauré 
presents an A-section that is similar to the opening of the second Nocturne (containing 
sub-sections a1/a2/a1′/a2′), although it is much more harmonically adventurous. Here, the 
a2′ material begins in measure 13 and drives to an espressivo climax in measure 15, 
which occurs in the key of E major, after which a cadential extension settles back into the 
tonic key of D-flat major. As expressive as it is, this a2′ iteration does not utilize an 
augmented triad—yet. Example 1.4a illustrates: 
 
Example 1.4a: Nocturne No. 6 in D-flat major. Note the tonic harmony at the beginning of 
measure 15. 
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Later, after unfolding a contrasting B-section, Fauré constructs a retransition in measures 
53–56 that builds to a fortissimo return of the A material (A′). However, this reprise of A 
is truncated and features only a restatement of the aforementioned b′ and cadential 
extension. This time, augmented sonorities create several emphases. At the climactic 
moment of return in measure 57, an augmented triad is substituted for the tonic triad that 
had been employed in measure 15, rendering an expressive gesture even more distinct 
this time around. Fauré then develops the previous cadential extension; it is echoed two 
additional times, with the impetus of each echo colored by an arpeggiated augmented 
sonority. It is also worth noting that when this material is restated in the final A′′ section 
of the piece, the E major harmony is restored in the measure corresponding to measure 57 
in this example, verifying the transitory, intensifying nature of this augmented sonority.  
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Example 1.4b: Nocturne No. 6 in D-flat major. An augmented triad replaces the tonic triad used 
in the previous statement.  
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On a more expansive scale, the seventh Nocturne in C-sharp minor also features 
an A-section in which the augmented triad is employed only during the last sub-section. 
There are five sub-sections (a1/a2/a1′/a2′/a1′′), and despite the heavy chromaticism no 
augmented sonorities appear in the first four sub-sections. Yet the fifth (a1′′) builds to a 
fortissimo climax on a root position augmented triad in measure 32; the phrase is then 
internally expanded, as the sonority is emphasized through a literal echo in measure 33. 
This sonority acts as an altered local dominant of VI (A major) from which a generally 
diatonic cadential process ensues that terminates in measure 35, after which four 
measures of cadential extension follow. The constant interweaving of inner-voice 
neighbor tones alongside the melody introduces apparently consonant non-chord tones, 
but the dissonant augmented triad is distinct and functional. 
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Example 1.5: Nocturne No. 7 in C-sharp minor. Augmented triads appear in measures 32 and 33.     
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In the eighth Nocturne in D-flat major, the transitional material between the 
opening theme and the secondary theme consists of a simple, one-measure stepwise 
gesture in the tenor voice. This gesture descends, then reverses direction with a single 
upward step, and the descent is echoed by falling octaves in the treble. The gesture occurs 
three times (measures 7, 8 and 9), each enveloped by an accompaniment of gentle 
arpeggiation. However, the third gesture is emphasized through re-harmonization of 
measure 9, beat 1 by an unexpected and locally unrelated A42 chord, which I consider an 
interpolation that lasts for two beats. This interpolated chord reinterprets the pitch D-flat 
from the previous two measures as C-sharp, and in turn the C-sharp is used as a common 
tone for the use of an augmented F triad (III) in measure 9. The augmented triad is 
followed by one more unexpected harmony (G7) that passes to a III6 (now major instead 
of augmented) harmony in measure 10, and a III – V – I cadence ensues. Overall, the 
progression is an excellent illustration of Fauré’s inventive approach to connecting 
diatonic harmonies that operate traditionally from a longer-range perspective in a 
surprising way. 
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Example 1.6a Nocturne No. 8 in D-flat major. The augmented triad appears in measure 9. 
  
The A′-section of the same Nocturne utilizes the same transitional material, with the 
slight variation that the tenor voice exclusively descends and the treble echo exclusively 
ascends. As shown below, the three iterations followed by an extension make for an 
identical structure to the previous example, and the augmented triad is utilized in the 
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same place. Harmony is varied throughout this passage. The interpolation is slightly 
longer and uses a secondary dominant, and this augmented triad, placed similarly, fulfills 
the more traditional contextual function of a lowered sixth scale degree in that it leads 
directly to the dominant. This creates an overall stronger cadential motion, which is 
appropriate, as closure of the entire piece is now imminent. 
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Example 1.6b Nocturne No. 8 in D-flat major. The augmented triad appears in measure 25. 
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In the ninth Nocturne in B minor, the augmented sonority takes on even more 
prominence. The smaller-scale A-section is structured a1/a2/a1′, where augmented 
sonorities heavily color a2. Here, the bass contributes to the sonority by making a 
relatively rare use of whole-tone melodic motion in the first two of three consecutive 
ascending gestures; both ascents are harmonized by an augmented sonority. The scalar 
ascent is generated from B-flat, a dramatic shift, both harmonically and dynamically, 
after the gentle perfect cadence in B minor in the previous measure. 
First, the A-section is shown: the culmination of the a2 sub-section is the top of 
the third left-hand ascent, which arrives at a bell-like repetition of the pitch B-flat in 
measure 8; the B-flat then languishes and is reinterpreted in the next measure as A-sharp, 
the leading-tone of the home key of B minor, to prepare the piano return of a′.  
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Example 1.7a Nocturne No. 9 in B minor. The augmented triad appears in measures 5 and 6. 
Note also the dominant seventh sonority in measure 9, relevant to the next example. 
 
The relationship of events in the A-section (illustrated above) and the A′-section 
(illustrated below in Example 1.7b) recalls the sixth Nocturne, as an augmented triad will 
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appear in an otherwise identical restatement of thematic material. In the A′ return, Fauré 
does not reinterpret the climactic bell-tone of the a2 ascent as a leading tone A-sharp of B 
minor, as he did in the opening section. Rather, he ushers in a cadential extension of four 
echoes of that bell-tone (mm. 43–46). The first of these echoes is shrouded in an 
augmented sonority (which I label VII+ in the analysis, but clearly holds a dominant 
function and can be heard equally as V+6) that recalls the sonority of the whole-tone 
ascents. This positioning of the augmented triad acts similarly to that of the sixth 
Nocturne, in that the augmented sonority replaces one harmony in an otherwise literal 
restatement of primary material. Recalling several other examples, it also acts as a kind of 
signification that the original phrase is being expanded or extended in some way. A 
harmonically adventurous prolongation of dominant ensues and eventually arrives in B 
major in measure 50 (in my analysis, I consider this a III chord in the new key, over an F-
sharp pitch in the bass that is both a chord tone and implied dominant pedal). The bass 
then ascends stepwise towards the tonic, and Fauré chooses an augmented V6 chord in 
measure 51 as the leading tone gives way to the new tonic key in the bass voice.      
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Example 1.7b Nocturne No. 9 in B minor. The augmented triad appears in measure 43 during the 
A′-section, and again at m. 52. 
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In the A-section of the eleventh Nocturne in F-sharp minor, Fauré makes a 
relatively rare use of introductory material, before presenting a fairly straightforward a/a′ 
phrase pair, the first of which is set in the tonic key, and the second of which is set in the 
key of the minor dominant. Here, measures 11–12 extend the basic phrase and allow 
Fauré the space he needs to redirect the harmonic motion towards closure in the tonic key. 
Fauré creates this extension by using the primary motive of a falling third to melodically 
outline the B-flat augmented harmony of the measure. However, the RH pitch in measure 
11 beat 3 is spelled as G-flat, suggesting it is a melodic appoggiatura of the measure 12 
beat 2 F-natural; the same pitch is spelled F-sharp in the LH, relating it as a descending 
chromatic passing tone to the measure 12 F-natural. This chromatic motion leads to a 
dominant-tonic closure of the opening section in measure 13. 
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Example 1.8 Nocturne No. 11 in F-sharp minor. An augmented triad appears in measure 11 both 
melodically and harmonically. 
 
 
  
 
82
The twelfth Nocturne in E minor contains two significant uses of the augmented 
triad. The A-section is comprised of three statements of the primary theme, which are 
generated in E major, G major, and B-flat major, respectively. The basic phrase of this a-
theme is five measures long, as can be seen in the opening phrase (not shown) and 
subsequent a′ iteration, which is materially identical except for the transposition of key. A 
noteworthy feature of this theme is the falling then rising third, which will be referenced 
below in the following example. A striking harmonic moment in the construction of this 
theme is the shift in the second measure from the major mode at a forte dynamic to the 
parallel minor mode at a piano dynamic on the downbeat of the second measure. 
However, the third a′′ iteration, which is generated in B-flat major, features an internal 
expansion that renders it six measures long instead of five. This expansion is sent off by 
an augmented triad in measure 23, just when the shift to B-flat minor is expected, used as 
a passing harmony to raise the overall pitch level to B minor. Example 1.9b shows both 
the a′ and a′′ iterations for comparative purposes. 
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Example 1.9a Nocturne No. 12 in E minor. Phrase expansion at measure 12, using an augmented 
triad. 
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Another significant usage of the augmented sonority occurs in the retransition 
from the expansive B-section to the A′ return. Recall the contour of the opening gesture 
of the primary theme—a third that falls, then rises back to its starting pitch. In Example 
1.9b, the contrasting Barcarolle-like texture of the B-section has achieved a forte dynamic 
at a piu animato tempo, and the sectional climax culminates in a restatement of that 
opening gesture several times within the new texture, a passage that serves as a 
retransition. The gesture is now harmonized by augmented triads; as shown in the 
example below, these triads redirect harmonic motion by serving as the applied dominant 
of the VI chord. After arriving on a B major chord, the harmony slides down a semitone, 
and the same harmonic events unfold from B-flat major. The theme that had originally 
been presented several times in an ascending third circle now falls by a descending third 
during retransition. 
This usage recalls the remark by Tait, given above at the outset of this chapter, in 
which he speculates that Fauré perceived an “inherent ambiguity” in these harmonies. 
The melodic gesture that was originally modally ambiguous, in that it was previously 
linked to an unexpected shift from major to parallel minor, has now been harmonized by 
two different major triads, and the second triad is prepared by its applied augmented 
dominant. 
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Example 1.9b Nocturne No. 12 in E minor. Augmented harmonizations of the primary melodic 
theme of a falling then rising third during the retransition. 
 
In the thirteenth and final Nocturne in B minor (rondo form, A/B/A′/C/A′′), two 
separate, significant uses of the augmented sonority can be seen. The first occurs in the 
C-section, containing sub-sections c/c′/y′′/c′′. Example 1.10a shows the first of three full 
statements of the c-theme, with a straightforward melodic shape that climaxes in the 
fourth measure (measure 57) at the highest pitch. In the first statement, a tonic G-sharp 
minor chord harmonizes that climax. 
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Example 1.10a Nocturne No. 13 in B minor. Tonic triad in measure 58. 
 
When the theme is restated later in sub-section c′′, as shown in Example 1.10b, 
the melody is harmonized identically until measure 93, when an augmented triad 
harmonizes that same point of climax, recalling the similar technique used in the second, 
sixth, and ninth Nocturnes. This usage also redirects harmonic motion towards the 
forthcoming retransition, into which a previous theme is integrated.  
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Example 1.10b Nocturne No. 13 in B minor. Augmented sonority in place of the expected tonic 
triad at measure 93. 
 
Second, Fauré employs an augmented triad at the climax of the retransitional section, 
which also constitutes the climax of the entire piece. Upon completing the C-section, 
Fauré unfolds this large-scale retransition (abbreviated R in the analysis) with two 
climbing sequences. The first sequence iterates fragments of the c-theme three times, and 
the second iterates fragments of the a-theme five times (labeled S1–S5). As shown, the 
first three iterations of this second sequence rise by whole tone; they are set in F minor, G 
minor, and A minor. This creates a sense of inertia that prompts expectation of a fourth 
iteration a whole tone up, the fulfillment of which would arrive on a tonic B minor 
harmony. However, Fauré thwarts this expectation by harmonizing the fourth iteration 
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with an augmented V6 triad that lasts the entire measure131 and is marked sempre forte. 
The pitch A-sharp in this measure would seem to act as a passing tone to allow for 
continued motion to B minor, but the music then begins to dissipate as the fifth iteration 
instead uses the same melodic pitches as the fourth iteration, but reharmonizes them with 
a GMaj7 chord. Thus the bass voice has not yet accomplished an ascent to tonic, having 
been deflected by the augmented sonority. A cadential extension ensues (not shown) 
which consists of further fragmentation (using only the first two-note gesture) surrounded 
by sweeping scale passages. The entire retransitional process is shown in full to highlight 
the gravity of this arrival on an augmented sonority.  
 
 
                                                             
131 In the analysis, I consider the D-natural in measure 115 as an enharmonic spelling of C-
double-sharp (a spelling that would grant the augmented triad the root of F-sharp, or dominant in 
B minor). 
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Example 1.10c Nocturne No. 13 in B minor. An augmented sonority is used dramatically in 
measure 115. 
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While these examples do not all display identical characteristics, similarities in 
Fauré’s usage of augmented sonorities can be seen. Generally speaking, many examples 
demonstrate Fauré stating the same thematic material multiple times within a section or 
sub-section and reserving usage of the augmented sonority, always emphasized 
dynamically and expressively, for the final statement. This can be seen in the A-sections 
of the second, seventh, and twelfth Nocturnes, and the retransitional section of the 
thirteenth Nocturne just described. 
The examples have also displayed two recurring functions of the augmented triad, 
distinct from the modulatory function that Tait has detailed. The first is Fauré’s 
intensification of a phrase or section by substituting an expected stable harmony (often 
dominant or tonic) with the augmented sonority. At times, the expectation of a certain 
harmony is created by virtue of the fact that the passage has been heard before, as in the 
second (A-section example), sixth, eighth, and twelfth (both examples) Nocturnes. At 
other times, several iterations of sequential material create the expectation of fulfillment, 
as in the thirteenth Nocturne. The second function is Fauré’s usage of the augmented 
sonority during elongations of a basic phrase. The sonority often appears at the point of 
impetus of either internal phrase expansions or cadential extensions, as in the second, 
fourth, sixth, eighth, ninth, eleventh, and twelfth Nocturnes. Here, Fauré is using the 
augmented triad to create harmonic expansions in chord progressions that eventually lead 
to a cadence and harmonic resolution. Across both of these types of functionality, Fauré 
frequently utilizes the flexibility of the augmented triad as a passing sonority that allows 
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for any number of novel harmonic turns. The next chapter considers another consistent 
use of harmony by Fauré that also contributes to uniformity across the body of Nocturnes.  
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Chapter 5 
Transient Use of Strong Mediants 
In this chapter, I trace one distinct type of transient harmonic motion that Fauré 
uses in nearly every Nocturne. The designation of Fauré as “a master harmonist”132 is 
commonplace in writings on his music as a whole—and, typically, every Piano Nocturne 
contains a wide spectrum of noteworthy harmonic shifts. Here, I will stress that the two 
traits described in this and the previous chapter are the only traits that I extract from the 
Nocturnes that require delineating harmonic relationships within Fauré’s often 
complicated harmonic schemes. Since I only strive to demonstrate that the recurrence of 
these two uses of harmony constitutes evidence of homogeneity, I do not speculate on 
whether they hold further implications for understanding Fauré’s harmonic language 
comprehensively.  
Richard Crouch’s language, excerpted from his analysis of the first Nocturne, 
demonstrates the need for understanding certain harmonic events in a more cohesive way: 
In addition to traditional functional harmonies, there are contrapuntally generated 
harmonies that represent the incidental coincidence of linear part-motions 
between or within those harmonies. These harmonies have only local effect on 
functional progressions and are best not given Roman-numeral designations of 
their own.”133  
 
Crouch’s picture of “incidental coincidences with only local effect” is one that James 
Sobaskie has since striven to characterize more specifically. Sobaskie stresses the 
transience with which Fauré often unexpectedly shifts to non-diatonic chords, proposing 
the term transient tonicizations as one aspect of his use of harmony that distinguishes it 
                                                             
132 Crouch, “The Nocturnes and Barcarolles for Solo Piano of Gabriel Fauré,” 194. 
133 Ibid., 22. 
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from other nineteenth-century composers: 
If the term modulation is reserved for those instances where the principal tonic is 
apparently displaced for a relatively extended span by another tonal center, then 
the frequent and fluid shifts of tonal focus so common in Fauré’s music may be 
called transient tonicizations. Precisely why Fauré was drawn to transient 
tonicization always will be a matter of speculation. But it is possible…that he 
recognized it as a technique that had not yet been exploited by his contemporaries, 
one which could help distinguish his music.134 
 
Sobaskie’s choice of words recalls Robert Orledge’s remark that, as opposed to Debussy, 
Fauré always remains fundamentally within the tonal system, despite frequently making 
“sidesteps.”135 In this chapter, I identify one recurring type of sidestep throughout the 
Nocturnes, demonstrating that almost every Nocturne contains at least one transient use 
of a major-mode strong mediant. This is a term devised by David Kopp to describe 
members of the group of four same-mode triads with roots a major or minor third above 
or below a given tonic, all of which share one common tone with the tonic triad.  
In his book Chromatic Transformations in Nineteenth-Century Music, Kopp has 
argued that “chromatic third relations possess an identity and a quality which are 
independent of fifth relations and diatonic third relations of the tonal system, displaying 
an independent functional identity.”136 Kopp’s approach offers original terminology for 
understanding mediant relationships as a functional, rather than coloristic, element of 
harmonic systems from approximately 1820 onward. He has suggested that the eight 
possible mediant relations from to given tonic are best understood in three distinct 
                                                             
134 Sobaskie, “Allusion in the Music of Gabriel Fauré, 185. 
135 Orledge, Gabriel Fauré, 238. 
136 David Kopp, Chromatic Transformations in Nineteenth-Century Music (Cambridge, U.K.: 
Cambridge University Press, 2002), 3. 
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categories (examples are given with respect to C major): weak mediants that share two 
common tones with the tonic triad (A minor and E minor), strong mediants that share one 
common tone with the tonic triad (A-flat major, A major, E-flat major, and E major), and 
disjunct mediants that share no common tones with the tonic triad (A-flat minor and E-
flat minor).137  
Kopp has also argued that the four strong mediants share a similar harmonic 
profile and thus share functionality with respect to a given tonic. In order to convey the 
equal potential shared by strong mediants, he stresses the need for labels that discard two 
biases inherent in commonly used terminology: diatonic vs. non-diatonic scale degrees 
(e.g. “mediant” vs. “flat mediant”), and, in English usage, relative position to the tonic 
(e.g. “dominant vs. “sub-dominant”). Accordingly, Kopp proposes use of the more 
neutral terms sharp mediant and flat mediant, based on pitch content in relation to the 
tonic, and upper mediant and lower mediant, with similar indications of relative position 
to the tonic. The four possible strong mediants can therefore be named, in the order of the 
previous paragraph, as lower flat mediant, lower sharp mediant, upper flat mediant, and 
upper sharp mediant.138 
In addition, strong mediants share the property of similar distance as described in 
neo-Riemannian terms; they are all accomplished by PR, RP, LP, or PL operations. Carol 
Krumhansl, in her study “Perceived Triad Distance: Evidence Supporting the 
Psychological Reality of Neo-Riemannian Transformations,” has effectively 
demonstrated that non-musicians identify recurrences of aural relationships more 
                                                             
137 Kopp, Chromatic Transformations in Nineteenth-Century Music, 10. 
138 Ibid., 10-12. 
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successfully when those relationships are defined by pitch proximity than when those 
same relationships are defined diatonically.139 Krumhansl’s work thus provides empirical 
evidence to ground the frequent aesthetic perception of homogeneity in Fauré’s music; 
the interrelation of brief, unexpected shifts to strong mediants should be perceptibly 
similar in different pieces.  
I therefore apply Kopp’s terminology and specifically identify “frequent and fluid 
shifts” through major-mode strong mediants in nearly every Nocturne. My written 
analyses, however, will employ traditional Roman numeral symbols. While use of 
chromatic mediants is widespread in nineteenth-century music, I will make an effort to 
demonstrate usages that individuate Fauré’s treatment of strong mediants from other 
composers. 
In the B-section of the first Nocturne, a cadence on the tonic key in measure 30 
moves to the dominant on beat 3. This dominant harmony serves as the impetus for a 
transitional passage, which has as its goal a modulation to C major, in which new 
thematic material will eventually be presented in measure 39. Fauré moves directly from 
B-flat major to its lower sharp mediant, G major, in measures 33–34. After a slight plagal 
motion briefly tonicizes the key of G major, Fauré returns to B-flat major (measure 34, 
beat 3) as abruptly as he left.  
Fauré later makes the identical move from B-flat major to G major in measures 
36-37, but this time G major is not treated transiently; it functions as the dominant for an 
                                                             
139 Carol L. Krumhansl, “Perceived Triad Distance: Evidence Supporting the Psychological 
Reality of Neo-Riemannian Transformations,” Journal of Music Theory 42, No. 2, Neo-
Riemannian Theory (Autumn, 1998): 279. 
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upcoming extended passage in C major. This is an example supporting Sobaskie’s 
observation that Fauré’s transient tonicizations can possess the immanent quality of tonal 
implication. While I do not explore tonal implication comprehensively in this study, this 
example illustrates the concept well; the first transient use of G major foreshadows the 
later functional role of G major in the eventual modulation to C major. Sobaskie has 
investigated tonal implication in Fauré’s middle and late years (in the sixth Nocturne and 
in several late songs), and, in combination with Sobaskie’s findings, this example 
confirms that the technique appears in all three periods. 
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Example 2.1: Nocturne No. 1 in E-flat minor. The strong mediant relationship is indicated in 
measures 32–33.  
 
In the B-section of the second Nocturne, measures 38–44 contain a sub-section 
that begins in the key of D major and ends on a V7/V cadence in B minor (a C-sharp 
dominant-seventh chord). This chord points toward the forthcoming, but still distant, 
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arrival on F-sharp major that ultimately prepares the sectional A′ return. As the analysis 
below shows, I consider the new tonal center of B minor as established in measure 39. 
Thereafter, between measures 41 and 42, Fauré makes the very brief and subtly piano 
sidestep from a first inversion D major triad to its upper flat mediant, F major.  
Here, the bass makes a striking tritone leap from F-sharp down to C-natural, 
creating an F major 64. This is a pertinent moment to refer to Robin Tait’s assertion that, 
generally in Fauré’s music, 64 chords do not typically resolve to 53 triads. As Fauré 
typically uses the inversion for color or as a result of contrapuntal motion in the bass, and 
generally seems not to treat it as unstable in the conventional sense, 64 chords should be 
understood as sonorities in their own stead rather than as dissonances implying specific 
resolution. Yet, a sense of instability is still felt during this extremely brief sidestep to F 
major; by choosing this inversion, Fauré is able to generate a 3-beat long semitone ascent 
in the bass (from C-natural to C-sharp to D) that echoes the semitone bass motion in 
measures 41 and 42, but with the distinctive re-harmonization at the outset. 
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Example 2.2: Nocturne No. 2 in B major. The strong mediant relationship is indicated in 
measures 41-42.  
  
The coda of the third Nocturne, acting as a simple cadential extension similar to a plagal 
tag, explicitly centers on the aural effect of motion through strong mediants. The piece 
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closes tonally in the tonic key of A-flat major in measure 101, after which a major scale 
(using a solitary passing tone) ascends gently while the tonic triad lingers below. Fauré 
briefly tonicizes the lower sharp mediant of F major in the next measure, moving there 
directly from A-flat major. A C7 follows in measure 103 and 104, seemingly acting as the 
dominant of F major and suggesting that the tonicization will develop further. However, 
Fauré abruptly returns to A flat major in measure 105, remaining on that harmony as the 
piece dissipates over several measures. A strong mediant relationship is also heard in this 
return motion (from triads C to A-flat) but is differentiated by the inclusion of the 
dominant seventh in the penultimate harmony. 
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Example 2.3: Nocturne No. 3 in A-flat major, Op. 33 No. 2. Strong mediant relations occur at 
measures 102 and 105. 
 
In the fourth Nocturne in E-flat major, Fauré moves from E-flat major to G-flat 
major during a cadential extension of A′ that precedes the coda. In this example, the inner 
voices prepare the shift gradually, as the analysis in Example 2.4 shows. Thus, the final 
harmony of measure 77 can be understood as a pivot chord that creates a plagal motion to 
G-flat, but the upper flat mediant relation to E-flat major is still perceptible. Thereafter, 
Fauré uses G-flat major as the first chord in a more typical III-V-I cadential progression, 
in which the following B-flat dominant seventh chord also relates as a strong mediant to 
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the previous G-flat major triad. The coda ensues after the E-flat major arrival in measure 
84 closes the piece tonally. 
  
Example 2.4: Nocturne No. 4 in E-flat major. Measures 78-84 demonstrate a III-V-I cadential 
progression. 
 
Fauré uses a strong mediant transiently in the fifth Nocturne through a slightly 
different approach. Here, an opening phrase in B-flat major eventually cadences on the 
upper sharp mediant D-major triad, but the fact that D major is prepared by the secondary 
dominant, the A9 chord in measure 5, is a more typical tonal procedure. Yet Fauré returns 
abruptly to B-flat major after this cadence in order to restate the opening phrase (rather 
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than continuing diatonically, such as progressing to G minor). By virtue of the direct 
return to the tonic key of B-flat major from D major, the strong mediant relationship is 
used with a typical level of transience by Fauré. 
 
 
Example 2.5a: Nocturne No. 5 in B-flat major.  D major is tonicized in measure 6–9, and the 
tonic key immediately returns in measure 10. 
 
The sixth Nocturne in D-flat major is the only Nocturne that James Sobaskie cites 
in order to illustrate transient tonicizations in Fauré’s music. In the opening section, 
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Sobaskie describes the departure from D-flat major to A major (the enharmonic 
equivalent of B-double-flat major) as a transient tonicization that also holds tonal 
implication: Fauré will later unfold the C-section in the key of A major, granting this 
lower flat mediant relationship a significance at the level of the form of the entire piece. 
In addition to that example, here I observe a strong mediant usage in the final section of 
the same Nocturne. Example 2.6 shows a progression from D-flat major to E major (an 
enharmonic respelling of F-flat major, the upper flat mediant of the home key) during a 
cadential extension that begins in measure 124. The mediant progression occurs between 
measures 124 and 125, contributing to an overall progression of I64  – III – V42 – I6. The 
eventual closure results from the semitone descent in the bass that begins in measure 126. 
 
 
Example 2.6 Nocturne No. 6 in D-flat major.  D-flat major moves to E major in measures 124–
125. 
 
The developmental B-section of the seventh Nocturne in C-sharp minor contains 
unexpected transient motion through several keys in measures 73–75. As the analysis in 
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Example 2.7 shows, Fauré slides from B-flat major to the parallel minor, and then passes 
through an E-diminished seventh harmony that points at the eventual cadence on F major. 
Yet Fauré interpolates an A major triad just before the F major arrival, and a strong 
mediant juxtaposition is prominently heard. The two-measure segment in measures 74–
75 is then sequenced exactly in measures 76-77 (not shown), when Fauré slides from the 
cadence of the given example to the parallel key of F minor and generates the same 
progression a fifth higher than the original key of B-flat. 
 
Example 2.7: Nocturne No. 7 in C-sharp minor. The strong mediant relationship is indicated in 
measure 75. 
 
 Strong mediant relationships are used frequently throughout the eighth Nocturne. 
The first example, 2.8a, shows the opening theme moving through several typical 
predominant harmonies, after which an E-flat seventh progresses to F major at the 
cadence (which can be understood as a deceptive V7 – VI resolution within the dominant 
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key). Thereafter, the opening theme is immediately retaken in D-flat major, against which 
F major is heard as an upper sharp mediant. 
 
Example 2.8a Nocturne No. 8 in D-flat major. The strong mediant relationship is heard between 
measures 4–5. 
 
Example 2.9b shows the transitional ‘x’ passage, occurring shortly after the above 
example. Fauré slips from D-flat major to A-major. Note the interpolation of A major in 
measure 9; a similar, but more complex, interpolation will occur in a later transitional 
passage.140 Measure 10 contains a III-V7-I cadential progression, in which the strong 
mediant relationship is heard in the motion from F major to A-flat dominant seventh. 
                                                             
140 See also Chapter 4, page 73 regarding use of an augmented triad in this example. 
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Example 2.8b Nocturne No. 8 in D-flat major. Measure 10 contains a III-V-I cadential 
progression. 
 
Later in the piece, Fauré reuses this transitional material (x′), but this passage begins and 
ends in the tonic key of D-flat major. Again, there is an interpolation of an A major chord, 
but this time it is directly preceded by D-flat major, and the lower flat mediant 
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relationship (considering A major an enharmonic respelling of B-double-flat major) is 
heard. This interpolation is also more complex, as Fauré then introduces the seventh in 
the bass and a progression of V42– I6 in D major ensues; the analysis I give below 
considers the entire interpolation in the key of D major. Fauré then returns to D-flat major 
by sliding all voices down a semitone, but then pivots immediately to E major. This E 
major harmony, containing the seventh, then functions as a predominant chord with its 
root on the lowered-sixth scale degree of the dominant key; it subsequently becomes a 
German augmented-sixth in A-flat major and prompts tonal closure. Overall, this passage 
demonstrates the seamlessness with which Fauré integrates chromatic mediants into a 
passage full of unexpected harmonic motion, as well as his ability to reimagine simple 
motion from dominant to tonic with unexpected harmonies between: the simplicity of 
measure 23 is reimagined in a slightly more complex way in measure 24, and measures 
25–26 elaborate even further, but motion from dominant to tonic is the fundamental 
element of the three phrases. 
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Example 2.8c Nocturne No. 8 in D-flat major. The strong mediant relationship occurs between 
the D-flat triad at the end of measure 23 and the A major triad at the beginning of measure 24. 
 
Earlier in the piece (occurring between the x and x′ examples given above) the 
developmental B-section uses a strong mediant relationship in cadential motion in a novel 
way. The key of G major lasts through measure 16 into measure 17, at which point a D7 
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chord moves unexpectedly to an A-flat dominant seventh. (I analyze the striking and 
unprepared juxtaposition of these distant keys as a direct modulation). This A-flat7 
prompts expectation of the tonic triad of the home key, but before the expected D-flat 
major arrival the upper flat mediant of F-flat major is interpolated. This example of Fauré 
interrupting a traditional cadential motion by inserting a strong mediant between 
dominant and tonic harmonies recalls the example given above in the seventh Nocturnes; 
it is also a surprising reversal of the more typical III-V-I cadential progression.  
 
 
 
Example 2.8d Nocturne No. 8 in D-flat major. The strong mediant relationship is indicated in 
measure 18. 
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In the twelfth Nocturne in E minor, the entire opening section outlines motion 
involving strong mediant relationships. The opening theme appears three times (measures 
1-5, 6-10, and then beginning in measure 11), sequentially organized into a rising major 
third circle, beginning from E major, then from G major, then from B-flat major. As 
shown in the analysis, the melodic descent within the phrase recovers to the initial pitch 
(scale degree 5) of each phrase, and in a sense the entire phrase prolongs that melodic 
pitch. The upper flat mediant of the former key then suddenly replaces the expectation of 
tonic, an expectation created by the dominant-seventh chord of the original key in the 
final measure of the phrase. The separate, local relationship between the former dominant 
harmony and the arrival is heard even more clearly; the B7 in measure 5 resolves 
unexpectedly to its lower flat mediant in measure 7 (all events are replicated from G 
major in the subsequent phrase). 
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Example 2.9 Nocturne No. 12 in E minor.  The opening phrase begins from E major in measure 1, 
G major in measure 6, and B-flat major in measure 11. Strong mediant relationships are indicated. 
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In the A-section of the final Nocturne in B minor, during a transitional passage, 
Fauré presents a two-measure gesture in measures 13-14 that moves through heavy 
chromaticism towards a cadence on E-flat major. After this cadence, Fauré chooses to 
repeat the same two-measure gesture a fifth lower. A local strong mediant relationship is 
heard between measures 14-15, as Example 2.10 shows.  
 
  
 
Example 2.10 Nocturne No. 13 in B minor. The strong mediant relationship occurs between 
measure 14 and measure 15. 
 
This chapter has shown that transient use of strong mediants is a consistent aspect 
of Fauré’s use of harmony. It is essential to emphasize that the briefness with which 
Fauré uses these harmonies is a crucial part of their aesthetic effect and a point of 
differentiation from other nineteenth-century composers. We see transience that ranges 
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from extremely local juxtapositions, as in the second and thirteenth Nocturnes, to 
examples that more appropriately illustrate Sobaskie’s use of the term transient 
tonicizations, as in the first, third, fifth, and twelfth Nocturnes. We have also seen that, at 
times, Fauré prepares the strong mediant and then moves abruptly away from it, as in the 
fifth and eighth Nocturnes (Example 2.8a). Other times, Fauré does the opposite; he 
moves abruptly to the strong mediant, and thereafter moves away from it gradually, as in 
the twelfth Nocturne. While we have seen Fauré’s use of the more typical III-V-I 
cadential progression, as in the fourth, sixth, and eighth Nocturnes, we have also seen the 
more interesting technique of reversing this motion and interpolating a strong mediant 
between dominant and tonic harmonies, as in the seventh and eighth Nocturnes. In 
summary, Fauré’s use of strong mediants often reaches beyond the more typical uses—at 
sectional boundaries, as neighboring chords, and in the III-V-I cadential motion— 
employed by his nineteenth-century counterparts. Rather, he frequently integrates them 
seamlessly into passages through interpolation, at times reordering cadential motion, at 
other times exploiting the common tone melodically in order to completely redirect 
harmonic motion around a restatement of a familiar phrase.  
Along with the observations of augmented triad usage in the previous chapter, we 
are now able to see two distinct harmonic elements that Fauré uses in multiple Nocturnes 
from all periods. The next chapter departs from documenting aspects of harmony and 
explores the infusion of Nocturnes from all three periods with suggestions of modality. 
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Chapter 6 
Use of Modal Suggestion 
This chapter traces Fauré’s use of modality throughout the Nocturnes. Robin Tait 
writes that, by introducing the effects of modality within diatonic keys, Fauré “enriches 
his musical language and gives it an increased power of suggestion whilst maintaining a 
strong syntactical element in the compositional process.”141 This passage by Tait recalls 
Robert Orledge’s remark that Fauré “revitalized the traditional system of tonality by 
infusing it with modality.” What Tait calls a “power of suggestion” is a concept James 
Sobaskie has also invoked; Sobaskie has coined the phrase modal suggestion in Fauré’s 
music to describe “…effects of the Dorian, Phrygian, Lydian, or Mixolydian modes that 
occur within a fundamentally tonal context as a result of prominent surface pitch details 
and emphases within the underlying tonal voice leading.”142 It is essential to note the way 
Sobaskie’s term distinguishes the technique from composition of a predominantly modal 
piece, which Fauré in fact never produced in his life.143 
Modal suggestion contributes to what Sobaskie calls the broader effect of allusion 
in Fauré’s music, which is the aesthetic effect of “engaging the listener’s imagination” 
with musical elements that are not actually present.144 It is the temporary, fleeting nature 
of only subtly hinting at various modes within otherwise diatonic frameworks that 
characterizes modal suggestion. Sobaskie elaborates below: 
                                                             
141 Tait, The Musical Language of Gabriel Fauré, 92. 
142 James Sobaskie, “The Emergence of Gabriel Fauré's Late Style and Technique,” Journal of 
Musicological Research, 22 No. 3 (2003): 237. 
143 Orledge, Gabriel Fauré, 229. 
144 Sobaskie, “Allusion in the Music of Gabriel Fauré,” 169. 
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Recognizing that true modal writing was difficult for tonally oriented composers 
to achieve, owing to its fundamentally linear nature, [Heinrich] Schenker 
indicated it was possible to "evoke the charm of the so-called modes" entirely 
from within the major/minor tonal system." In Schenker's view, one could arouse 
a sustained impression of modality within a fundamentally tonal context by means 
of discreetly placed chromaticism and tonicization at the musical surface and 
foreground level. Thus, if one assumes that tonal principles ultimately govern 
Fauré’s music, then any prominent modal elements which capture a listener’s 
attention may be understood to play primarily expressive roles within a 
composition.145 
 
Tait acknowledges that the piano works, in which Fauré seems to be more consciously 
“continuing [Romantic] traditions” than in other genres, demonstrate less modal 
influence in general.146 But while the influence may be less so than in other genres, many 
Nocturnes still in fact contain suggestions of the Phrygian and Lydian modes through, to 
borrow Sobaskie’s language, discreetly placed chromaticism at the foreground level. 
 Examples 3.1a and 3.1b show excerpts from the first Nocturne in E-flat minor, 
which infuses both its opening section and coda with the Phrygian mode, as Roy Howat 
has also observed.147 As shown in both examples, F-flats color the cadential gestures of 
each. 
                                                             
145 Sobaskie, “Allusion in the Music of Gabriel Fauré,” 189. 
146 Tait, The Musical Language of Gabriel Fauré, 91. 
147 Roy Howat, The Art of French Piano Music, see Chapter 6. 
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Example 3.1a: Nocturne No. 1 in E-flat minor. Both melodic and inner voice F-flats are 
prominent during the cadential motion of the opening section. 
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Example 3.1b: Nocturne No. 1 in E-flat minor. Both melodic and inner voice F-flats are 
prominent during the coda. 
 
 
Example 3.2 shows the B-section of the second Nocturne in B major, which 
gradually modulates from F-sharp major to D major. Along the way, Fauré colors the 
phrase with a Lydian suggestion through the prominence of the scalar motion that 
accentuates C-sharps against a G major harmony in measure 27, which moves thereafter 
to a C-sharp dominant seventh chord that resolves to F-sharp major. 
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Example 3.2: Nocturne No. 2 in B major. Prominent melodic C-sharps in measure 27 briefly 
suggest the Lydian mode. 
 
Sobaskie has already written in depth on the use of modal suggestion in the sixth 
Nocturne in D-flat major,148 and I will replicate these examples here to support my own 
argument. First, the opening phrase of the piece, as shown below in Example 3.3a, 
appears to unfold in D-flat major by virtue of the key signature and immediate 
establishment of the tonic triad. However, the pitch G-natural appears in the melody 
before any G-flats occur in the entire texture. This foreshadows the frequent Lydian 
modal coloring that will come later in the piece, as Sobaskie has also observed. Example 
3.3a shows the opening phrase of the piece. 
                                                             
148 See Gordon, Regarding Fauré, pp. 163–198. 
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Example 3.3a: Nocturne No. 6 in D-flat major. A Lydian G-natural appears in the first full 
measure.  
 
 
Next, Example 3.3b shows the introductory accompaniment and first phrase of the 
C-section. The introductory material unfolds in the tonic key of D-flat major but suggests 
the Lydian mode as G-flats and G-naturals alternate in the introductory accompaniment. 
Fauré suddenly shifts to A major in measure 65 to begin the first melodic phrase of the 
section which contains an immediately prominent melodic D-sharp. Fauré slips briefly to 
C major twice in this passage (measures 66 and 68)149 and F-sharps are prominent in both 
the accompaniment and melody the second time, in measure 68. 
 
 
 
 
 
 
                                                             
149 Sobaskie analyzes this harmonic juxtaposition throughout the piece, which is also pertinent to 
Chapter 5 of my study; see “Allusion in the music of Gabriel Fauré” in the Gordon companion, 
pp. 185–188. 
  
 
121
 
 
 
 
Example 3.3b: Nocturne No. 6 in D-flat major. Lydian G-naturals in measure 63, D-sharps in 
measure 65, and F-sharps in measure 68. 
 
Lydian suggestions color the B-section (structured b1/b2/x/b1′/b2′) of the seventh 
Nocturne in C-sharp minor in two distinct places. This section functions overall in the 
key of F-sharp major, despite several harmonic excursions.150 Example 3.4a references 
what I consider the transitional x sub-section, in which fragmented development of the c-
                                                             
150 See also Chapter 5, page 105 regarding use of strong mediants in this section. 
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theme occurs. The raised fourth scale degree is prominent during arpeggiation of B major 
in measure 68, and of B-flat major in measure 73.  
 
Example 3.4a: Nocturne No. 7 in C-sharp minor. Lydian suggestions during the transitional sub-
section x. 
 
 
 
Example 3.4b shows a sequence during the retransitional section (abbreviated ‘R’ in the 
example) that ascends by step through four aurally unmistakable Lydian suggestions, 
centered on F-flat, G-flat, A-flat, and B-flat.151 On the downbeat of each measure, the 
right hand emphasizes a raised fourth scale degree against the major arpeggio below it.  
                                                             
151 See also Chapter 9, page 175 regarding use of ascending sequences in this section. 
  
 
123
 
 
Example 3.4b: Nocturne No. 7 in C-sharp minor. Lydian suggestions in the retransitional section. 
 
In the eighth Nocturne, a prominent melodic gesture that was originally set in the major 
mode returns during the B-section, this time in C major but colored by an accompaniment 
that passes through an F-sharp, briefly suggesting the Lydian mode and making a 
common tone available for the pivot to an unexpected B dominant-seventh harmony. 
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Example 3.5: Nocturne No. 8 in D-flat major. Lydian suggestion in measure 15.  
 
In the opening of the ninth Nocturne in B minor, Fauré presents a scalar second 
theme in the bass. After two whole-tone scale ascents (uses that are rare in the piano 
Nocturnes, although they also appear in the tenth Nocturne) that seem to imply tonal 
ambiguity, the bass voice resolutely decides on a B-flat Lydian scale for the third iteration 
in measure 7. Suggestion of the mode continues as the lingering, bell-like harmonies of 
measure 8 contain E-naturals. Finally, the pitch B-flat is reinterpreted as the leading tone 
of the original key, and the harmony subtly shifts into a dominant-ninth chord in measure 
9, allowing the phrase to return to B minor. 
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Example 3.6: Nocturne No. 9 in B minor. Whole tone and Lydian scalar ascents in the second 
theme, followed by common-tone reinterpretation. 
 
 
In the eleventh Nocturne in F-sharp minor, Fauré utilizes Phrygian suggestion in 
the opening melodic phrase. Example 3.7 shows the short primary theme of this Nocturne, 
which properly begins after a brief introduction with the melodic upbeat to measure 4 in 
the tonic key of F-sharp minor.152 The theme is then retaken and echoed in the upbeat to 
measure 8, this time in the dominant key of C-sharp minor. Both melodic statements 
suggest the Phrygian mode as shown below, after which measure 10 initiates a cadential 
extension.153 
                                                             
152 See also Chapter 7, page 144 regarding use of the double-neighbor motive in this passage. 
153 See also Chapter 4, page 81 to cross-reference use of an augmented triad in this passage. 
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Example 3.7: Nocturne No. 11 in F-sharp minor. Phrygian suggestions in measures 5 and 8. 
 
 
 The twelfth Nocturne in E minor contains several cadences similar to the passage 
shown below, taken from the opening section. In measure 4, beat 4, the cadential motion 
from the lowered second scale degree suggests the Phrygian mode. 
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Example 3.8: Nocturne No. 12 in E minor. A Phrygian suggestion occurs in the bass voice in the 
fourth measure. 
 
The final Nocturne in B minor alludes to both Phrygian and Lydian modes, with a 
prominence that is reminiscent of the sixth and seventh Nocturnes. First, the B-section 
takes several harmonic detours in a single phrase, through suggestions of both F Lydian 
and D Lydian that are shown below in Example 3.9a.154 
                                                             
154 See also Chapter 7, page 146 regarding use of the double-neighbor motive in this passage. 
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Example 3.9a: Nocturne No. 13 in B-minor. Melodic Lydian suggestions are shown within the 
B-section. 
 
The next two examples show Phrygian suggestions in separate passages of the same 
Nocturne. Each is a drawn-out cadential extension that uses the melodic material of the 
transitional sub-section y.  Example 3.9b shows the y′ sub-section, during which C-
naturals pervade the prolongation of the tonic harmony of B minor. (The analysis also 
shows that in measure 51, Fauré exchanges B minor for the parallel B major, using that 
chord to pivot to G-sharp minor and advance the piece to an expansive C-section). 
Example 3.9c refers to the A′′-section and coda, in which the same material is used, and 
C-naturals again suggest the Phrygian mode as the piece closes. Both Roy Howat and 
Robin Tait have identified this passage before me.155  
 
                                                             
155 Tait, The Musical Language of Gabriel Fauré, 94. 
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Example 3.9b: Nocturne No. 13 in B-minor. C-naturals throughout the texture suggest the 
Phrygian mode in the transitional y′ passage. 
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Example 3.9c: Nocturne No. 13 in B minor. C-naturals suggest the Phrygian mode throughout 
the coda. 
 
Roy Howat has anecdotally noted that bell-like similarities in the first and thirteenth 
Nocturnes ‘bookend’ the corpus.156 Howat’s observation can be supplemented by the 
observation that symmetry in the first and last Nocturne can also be found in the way 
each gently submits to tonic closure but is infused by suggestions of the Phrygian mode. 
This chapter has demonstrated Fauré’s use of modality in a subtle, suggestive way in a 
representative number of Nocturnes from all three periods of his life. Thus one aspect of 
allusion, as Sobaskie has defined it, is consistently present. We have also found more 
                                                             
156 Howat, The Art of French Piano Music, 13. 
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frequent suggestion of the Lydian mode in Fauré’s middle period, but more frequent 
suggestion of the Phrygian mode in the late period. The next chapter redirects analysis 
away from harmonic and tonal concerns to identify a melodic motive that permeates 
nearly every Nocturne.  
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Chapter 7 
Use of the Double-Neighbor Motive 
Robin Tait remarks that “Fauré’s re-use of themes is a highly significant feature of 
his style: indeed, the frequency of recurrence of many motives contributes to the 
difficulty experienced by many writers in specifying differences between his early, 
mature and late works.”157 An extensive discussion of recurring themes and motives in 
Fauré’s music comprises Chapter 4 of Tait’s study. He identifies five of these and traces 
one in depth, the source of which is identified as Fauré’s own Cinq Melodies de Venise, 
Op. 58. Tait thereby labels it the ‘Venise motive.’ (Other ubiquitous motives that Tait 
traces are the ‘Lydia’ motive, which James Sobaskie has also detailed, as well as the 
‘Viardot,’ ‘Soir’ and ‘Ulysse’ motives. Also, Tait uses the terms ‘theme’ and ‘motive’ 
interchangeably; in this chapter I exclusively apply the term ‘motive’ to imply the 
smaller-scale nature of the material that I address).  
Tait justifies the validity and utility of tracing motives throughout Fauré’s work, 
discussing the Venise motive:  
In presenting it my aim is to show that Fauré’s themes recur not necessarily as the 
main motive of a work, but often in the course of the music as a subsidiary motive, 
or even incidentally, in a melodic curve. No doubt, not all of these recurrences 
were intentional, but it seems equally unlikely that they were all unintentional; all 
we can say with certainty is that they are present, and that the effect of 
recognizing them adds to the music a dimension of memory, to which [Marcel] 
Proust surely responded in his love for Fauré’s music.158 
In this chapter, I take a similar approach and trace a prominent motive that permeates the 
                                                             
157 Tait, The Musical Language of Gabriel Fauré, 169. 
158 Ibid., 160. 
  
 
133
Nocturnes, which I label the double-neighbor motive. This is a concise four-note motive 
whose fundamental contour and rhythmic construction (long-short-short-long) is shown 
below:  
 
The motive also appears with the lower neighbor first, as shown below: 
 
The first contour listed above is not necessarily more prominent or significant overall 
than the second, but appears first in the Nocturnes. I will call the second contour the 
lower-upper variant. 
As Tait has observed of other motives, this motive recurs in a variety of contexts; 
it appears within principal themes, developmental passages, as a subsidiary motive, and 
even incidentally (such as ingrained in an accompaniment figure or in a contrapuntal 
voice). It generally appears in shorter fragmented hints in earlier works, while being more 
widely disseminated and emphasized in later works. There is remarkably little variation 
of this motive; almost all iterations are literal.  
The melodic double neighbor motion is a very standard melodic figure; it is 
through the consistent rhythmic association described above that the gesture earns its 
distinctiveness across Fauré’s Nocturnes. At times, the final note of the motive is not 
necessarily notated as a long-duration pitch, but often concludes a local melodic gesture 
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(i.e. the end of a slur, followed by a rest, or followed by a shift in register) and thus 
aurally lingers, fulfilling the long-short-short-long framework. Occasionally, the 
rhythmic framework is obscured, but at least one of the neighbor tones always receives 
the shortest rhythmic value. In all cases, the pitch content is especially prominent within 
the texture. Melodically, the fact that repeated pitches enter the frame is the most frequent 
element of disguise, although passing tones occasionally interrupt. To borrow Tait’s 
language, this motive infuses the Nocturnes with a “dimension of memory” of a “melodic 
curve” common to nearly every work.  
Though the first literal manifestation appears in the fourth Nocturne, this melodic 
curve influences the structure of the principal theme of the third Nocturne in A-flat major. 
This theme is comprised of two distinct melodic gestures; first, an ascending melodic 
sixth, and second, the double neighbor motion. Example 4.1a labels the pitches that 
comprise the basic motive; in the case of the third beat of the first measure, the C and A-
flat should be understood as auxiliary tones to B-flat, which acts as the chord tone. 
Example 4.1a shows the opening theme, and Example 4.1b provides a reduction that 
eliminates non-chord tones and reveals the motivic contribution.  
 
Example 4.1a: Nocturne No. 3 in A-flat major. Double neighbor motive in opening phrase. 
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Example 4.1b: Nocturne No. 3 in A-flat major. Reduction of measures 1–3. 
  
The developmental build-up in the B-section of Nocturne No. 4 in E-flat major 
also features double-neighbor motion. After Fauré presents primary melodic material in 
the new texture159 he begins to fragment the melodic voice into double-neighbor gestures 
that are answered in the bass with growing excitement. Measure 47 utilizes a kind of 
‘triple’ neighbor motion (lower, upper, then lower) that can be heard as a lower neighbor 
followed by a double neighbor, rendering perception of the gesture as I indicate in 
Example 4.2. 
 
Example 4.2: Nocturne No. 4 in E-flat major. Double neighbors in transitional material within 
the B-section.  
                                                             
159 See also Chapter 8, pages 153-154 regarding use of primary themes within contrasting textures 
in this section. 
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In the sixth Nocturne in D-flat major, this motive takes on substantially greater 
prominence, appearing several times throughout two separate sections. In Ex. 4.3a, a 
retransitional build from B to A′ begins in measure 37 that features double-neighbor 
gestures. (This melodic motion is also rhythmically related to the preceding b/b′ material, 
which is not shown). 
 
             
     
 
Example 4.3a: Nocturne No. 6 in D-flat major. Double neighbors in transitional material within 
the B-section.  
 
Ex. 4.3b shows the entirety of the climactic retransition (abbreviated R in the example), 
during which the lower-upper variant of the motive appears multiple times, sequentially 
higher.160 
                                                             
160 See also Chapter 9, page 174 regarding use of ascending sequences in this section. 
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Example 4.3b: Nocturne No. 6 in D-flat major. Double neighbors in the retransitional section. 
 
The B-section of the seventh Nocturne in C-sharp minor uses the double-neighbor 
motive to construct secondary thematic material; the excerpted melodic statement shown 
below is only the first of many. 
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Example 4.4: Nocturne No. 7 in C-sharp minor. Double-neighbor motion in the B-theme. 
 
The next appearance manifests with more prominence, during a sequential 
developmental passage in Nocturne No. 8 in D-flat major. This iteration is perhaps the 
most striking so far, chronologically speaking, in part because it is unrelated to the two 
earlier melodic motives of the piece. Note that Fauré draws attention to the second 
iteration by sequencing the passage up a fourth and increasing the dynamic.161  The 
complete statements of the motive in measures 17 and 19 are interspersed with 
rhythmically parallel incomplete statements in measures 18 and 20 containing only the 
upper neighbor. 
 
                                                             
161 See also Chapter 9, page 177 regarding use of ascending sequences in this section. 
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Example 4.5: Nocturne No. 8 in D-flat major. Complete and incomplete double neighbor motives 
in the retransitional passage. 
 
In the ninth Nocturne in B minor, the double-neighbor motive appears in the 
opening melodic gesture after a simple establishment of tonic and syncopated 
accompaniment on beat one. Here, the length of the second pitch disturbs the rhythmic 
proportions slightly—but the pitch contour is unmodified. Example 4.6a shows the 
opening phrase of the piece.  
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Example 4.6a: Nocturne No. 9 in B minor. Double neighbor in the opening phrase.  
 
Later in the Nocturne, Fauré develops this segment of the theme, and the double-neighbor 
motive manifests during the ascending sequence during the retransitional section 
(abbreviated R), shown below in Example 4.6b.162 
  
                                                             
162 See also Chapter 9, pages 178–180 regarding use of ascending sequences in this passage. 
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Example 4.6b: Nocturne No. 9 in B minor. Several double-neighbor motions in the retransition. 
 
The motive is widely disseminated throughout the tenth Nocturne in E minor, 
bearing the same rhythmic variation observed in the ninth Nocturne. First, the gesture is 
used as the principal melodic material of the opening phrase, as shown in Ex. 6.7a.  
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Example 4.7a: Nocturne No. 10 in E minor. Double neighbors in the opening section. 
 
Later, the lower-upper variant gains prominence as a conversational device between bass 
and soprano in an ascending developmental build-up.163 Example 6.7b, shows the motive 
spoken through the bass several times and integrating a soprano response as Fauré builds 
to the A′ return in measure 30. 
 
                                                             
163 See also Chapter 9, page 182 regarding use of ascending sequence in this section. 
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Example 4.7b: Nocturne No. 10 in E minor. Double-neighbor motion in the retransition. 
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The motive subtly influences the main theme of the eleventh Nocturne as well, as 
Example 4.8a indicates.164  
 
Example 4.8a: Nocturne No. 11 in F-sharp minor. Subtle double neighbor in the opening section. 
 
Yet in the return of the A-section, the motive is emphasized literally—‘revealing’ its role 
in the structure of the opening phrase of the piece—when Fauré elongates the 
introductory material and highlights the double-neighbor motive through repeated 
fragmentation of the theme, before the theme finally returns properly in measure 43. 
                                                             
164 See also Chapter 6, page 126 regarding use of modal suggestion in this section. 
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Example 4.8b: Nocturne No. 11 in F-sharp minor. Repeated double neighbor. 
 
In the twelfth Nocturne, the motive makes arguably its most striking, expressive 
appearance. Fauré presents the double-neighbor motion exclusively in octaves, 
progressively more animato and dynamically stronger, four full times—twice in the B-
section (Ex. 4.9a shows one of these) and twice in the B′-section (Ex. 4.9b shows one of 
these). 
 
Example 4.9a: Nocturne No. 12 in E minor, the b′′ phrase. Prominent double-neighbor motion. 
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Example 4.9b: Nocturne No. 12 in E minor. Later statement of the b-theme. 
 
Finally, the motive makes a subtler but still unmistakable appearance in the B-
section of the thirteenth Nocturne, as the forte opening melodic gesture of the section. 
The aural prominence of the sustained pitch A on the downbeat of measure 22 contributes 
to the prolongation of that pitch as the prominent tone of that measure; thus, the aural 
impression of four central pitches [A-B-G-A] presented in a long-short-shorter-long 
rhythmic structure results. As the episode develops, this basic contour continues to 
appear, with rhythmic variations.165 
 
 
 
Example 4.10: Nocturne No. 13 in B minor. Double neighbor in the B-section. 
 
                                                             
165 See also Chapter 6, page 128 regarding use of modal suggestion in this section. 
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As this chapter has demonstrated, the rhythmically distinct double-neighbor gesture is 
evident in nearly every Nocturne. We have seen that at times, it subtly contributes to the 
genesis of thematic material, as in the third and eleventh Nocturnes. Even more often, it 
contributes literally as thematic material, as in the seventh, ninth, tenth, twelfth, and 
thirteenth Nocturnes. Finally, we have seen its use in developmental build-up, often 
linked to ascending sequential passages, as in the fourth, sixth, eighth, ninth, and tenth 
Nocturnes. I believe the ubiquity of this motive constitutes another strong unifying strand 
to the body of Fauré’s output for piano. Next, Chapters 8, 9 and 10 observe larger-scale 
formal events that recur throughout the Nocturnes. 
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Chapter 8 
Development of Primary Themes within Contrasting Textures 
Robin Tait’s chapter on formal aspects in Fauré’s music grants very limited 
treatment to the piano works, with his principal observations on the Nocturnes directed at 
those which do not conform to the ternary [A B A] form that Fauré typically uses. Given 
my focus on stylistic features that are consistent throughout all of the Nocturnes, I 
therefore take a different approach and trace a developmental technique that Fauré often 
employs within pieces that treat the ternary form conventionally. From that starting point, 
I also observe ways in which Fauré uses this developmental approach similarly in rondo 
forms.  
The technique is a process by which Fauré presents principal thematic material in 
an earlier formal section, introduces a secondary theme set in a contrasting texture, and 
subsequently merges the principal theme, either contrapuntally against the secondary 
theme, and/or within the secondary textural setting. It is a process that incorporates pure, 
idiomatic piano writing through virtuosic treatment of the instrument, and demonstrates 
the extent to which stylistic traits of Franz Liszt (despite the more frequent comparisons 
with the Nocturnes of Chopin) remained ever-present throughout Fauré’s life. While 
Chopin often derives secondary material from elements of primary material, in none of 
his Nocturnes do developmental statements of a-themes appear within B-sections. The 
independent presentation of primary and secondary material and later integration of both 
is common in Liszt’s piano writing.166 A straightforward example occurs in Spozalizio, 
                                                             
166 Alan Walker, Reflections on Liszt, (Ithaca, N.Y.: Cornell University Press, 2005), 128–149. 
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from the second volume of the Années de Pèlerinage, seen below. Example 5.1a shows 
the primary melodic theme of the piece, a famous instance of Liszt’s use of the pentatonic 
scale; Example 5.1b shows the chorale-like secondary theme; and Example 5.1c shows 
Liszt’s employment of the primary theme as an accompanimental figure below the 
secondary theme in a passage that eventually grows into the climax of the piece. 
 
Example 5.1a: The primary theme of Liszt’s Sposalizio, S.161. 
 
Example 5.1b: The secondary, chorale-like theme is presented. 
 
Example 5.1c: Later in the piece, the primary theme is used as accompaniment for the secondary 
theme. 
 
Analyzing similar types of examples in Fauré’s Nocturnes necessitates particular 
attention to the formal structure of each piece. While short musical excerpts illustrate 
each point in the present discussion, please refer to the appendix for further clarification 
of the sectional and phrase structure of each Nocturne. 
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 This technique is first demonstrated in the second Nocturne, although the process 
does not develop through all three stages; thematic integration only occurs within the B-
section, which consists of alternating transitional material and thematic material [(x – b) 
(x′ – b′) (x′1 – b′′)]. In the sub-section ‘x’, Fauré presents a texture of rapid sixteenth-note 
arpeggios, amid which accented notes create perceptible melodic fragments, as shown in 
Example 5.1a.  
 
Example 5.2a: Nocturne No. 2 in B major. Transitional material preceding the first presentation 
of the secondary theme. 
 
Immediately thereafter, the secondary melodic b-theme commences, and x material is 
employed as the accompaniment with substantial contrapuntal effect, as shown in 
Example 5.1b. This process is incomplete compared to the forthcoming examples for the 
reason that the b-theme is not presented independently before the integration occurs. 
However, ‘x’ is more than a simple accompanimental prelude to the b-theme; it is a sub-
section of its own motivic integrity (given its substantial length, independent melodic 
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elements, and the fact that it reappears several times independently later in the piece). 
Thus we can identify a significant procedural element. 
 
 
 
Example 5.2b: Nocturne No. 2 in B major. Previous transitional material serving as 
accompaniment to the secondary b-theme. 
 
The next example does involve the complete three-part process, but is still 
relatively undeveloped compared to forthcoming examples.  In the third Nocturne, the b-
theme and the c-theme are presented independently (shown in Examples 5.2a and 5.2b) 
but collide during the A′ return in phrases a2′ and a2′′ (Ex. 5.2c).  
 
Example 5.3a: Nocturne No. 3 in A-flat major. The opening a2 melodic gesture from the A-
section.  
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Example 5.3b: Nocturne No. 3 in A-flat major. The first presentation of the b-theme, in the LH. 
 
 
  
 
Example 5.3c: Nocturne No. 3 in A-flat major. Contrapuntal use of the two previous themes. 
 
 
The fourth Nocturne in E-flat major demonstrates the maturation of the process. 
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Example 5.3a shows the simply stated first phrase of the exposition—a cantabile soprano 
melody of descending quarter notes and elegantly ascending triplets set against a typical 
Nocturne multi-octave accompanimental texture of bass notes and rising chords. The 
contrasting texture of the B-section features sustained bell-like melody notes against a 
background of continuously undulating, tranquillo double sixteenth notes (shown in 
Example 5.3b). Later in the B-section (but before the proper A′ return in measure 65), 
Fauré presents several varied phrases of the cantabile primary theme within this new 
texture, the first of which is shown in Example 5.3c. 
 
 
 
Example 5.4a: Nocturne No. 4 in E-flat major. The opening melodic theme in the RH. 
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Example 5.4b: Nocturne No. 4 in E-flat Major. The opening of the B-section. 
 
Example 5.4c: Nocturne No. 4 in E-flat Major. Within the B-section, elements from the primary 
theme appear above the new texture. 
 
The mature process manifests in the fifth Nocturne in B-major as well. The larger 
A-section of this Nocturne contains two separate themes (‘a1’ and ‘a2’), the second of 
which Fauré eventually restates amid the contrasting texture of the B-section. Example 
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5.4a shows the first of two initial iterations of this secondary b-theme, presented 
expressively in a sparse texture and then more passionately in octaves with a fuller 
accompaniment, which can be seen here in part. In Example 5.4b, the B-section unfolds 
with new melodic material set in a contrasting texture of appassionato sixteenth-note 
triplets. After several iterations of this new material and a transition of increasing energy, 
the b-theme appears amid this more energized texture, and contributes to the climax of 
the piece (shown in example 5.4c).167 
 
 
 
                                                             
167 See also Chapter 10, page 194 regarding use of an exhalation gesture in this section. 
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Example 5.5a: Nocturne No 5 in B-flat major. The secondary theme of the opening section is 
presented. 
 
 
 
 
Example 5.5b: Nocturne No 5 in B-flat major. The theme of the B-section appears in a 
contrasting tempo and texture. 
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Example 5.5c: Nocturne No 5 in B-flat major. Retransition featuring a full statement of the a2 
theme within the new tempo and texture,. 
 
In the sixth Nocturne (rondo form, A/B/A′/C/A′′), material from the A-section of 
the sixth Nocturne appears during the retransition linking C and A′′. Ex. 5.5a shows the 
melodic a2-theme from the opening section, Ex. 5.5b shows the new texture of sixteenth-
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note accompaniment in the second episode of the rondo (C), and Ex. 5.5c shows a 
statement of the a2-theme in the bass voice against a texture of allegro sixteenth-note 
(now, faster sixteenth-note triplets) accompaniment. 
 
 
Example 5.6a: Nocturne No. 6 in D-flat major. The a2 theme from the A-section. 
 
 
 
 
 
 
 
Example 5.6b: Nocturne No. 6 in D-flat major. C-section texture with theme beginning in 
measure 65. Circled pitches are Lydian suggestions (see Chapter 6). 
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Example 5.6c: Nocturne No. 6 in D-flat major. Appearance of the a2-theme within the tempo and 
texture of the C-section at the retransition. 
  
 
While Nocturnes 8–11 do not contain middle sections of contrasting textures and 
thus preclude the option of this formal procedure, Fauré revives the process in the twelfth 
Nocturne in E minor. The a-theme features an opening motif of a falling then rising third, 
set in a sparse texture that is only later accompanied by sustained octaves in the bass, as 
shown in Ex. 5.6a. The second theme of the piece (see also Chapter 6 for cross-reference) 
is set in a brand new Barcarolle-like texture, with a new melody in right-hand octaves 
heard against a swirling sixteenth-note accompaniment (divided between the hands) and a 
prominent bass line, as shown in Ex. 5.6b. In Example 5.6c, the first theme reappears 
within the new texture, serving as a transitional sub-section to the forthcoming proper 
return of A (shown in Ex. 5.6c).168 
                                                             
168 See also Chapter 4, page 85 regarding use of augmented triads in this passage, as well as 
Chapter 10, page 199 regarding use of an exhalation gesture in this passage. 
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Example 5.7a: Nocturne No. 12 in E minor. The opening theme contains a falling then rising 
melodic third as the initial melodic gesture. 
 
 
 
 
 
 
 
 
Example 5.7b: Nocturne No. 12 in E minor. The contrasting texture of the B-section suggests a 
Barcarolle. 
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Example 5.7c: Nocturne No. 12 in E minor. The melodic gesture from the opening section 
appears above the Barcarolle-like texture of the B-section during retransition. 
 
 
 Finally, we find in the final Nocturne in B minor (rondo form, A/B/A′/C/A′′) a 
culmination of this developmental approach, in which three themes are presented 
separately and eventually appear in concert to contribute to the climactic build of the 
piece. First is the a-theme: 
 
Example 5.8a: Nocturne No. 13 in B minor. The opening theme appears in the soprano voice. 
Circled pitches are relevant to the reuse of this theme later in the piece. 
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Next, melodically distinct transitional material is presented in sub-section y, which serves 
as a short transition between the b and b′ phrases. Example 5.7b shows this material, 
which will be reused several times later in the piece. 
 
Example 5.8b: Nocturne No. 13 in B minor. The transitional melodic y-material is indicated. 
 
The C-section contains a new theme, featuring a straightforward homophonic texture (a 
contrast to the A-section but similar to the B-section) in which a cantabile melody is set 
above sweeping triplet accompaniment in an abruptly new tempo and dynamic. Example 
5.7c shows the opening measures of this new melodic theme, beginning in measure 55.  
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Example 5.8c: Nocturne No. 13 in B minor. The texture changes abruptly in measure 53, 
signifying the beginning of the C-section. The melodic c-theme begins in measure 55. 
 
 
 
This c-theme is presented three full times (c, c′, c′′). At the close of third iteration, the y-
theme begins to comment contrapuntally (shown in measures 92–93 and 97–99). Measure 
100 shows the beginning of what I consider the retransitional section (abbreviated R in 
the example). In measures 100–101, Fauré extracts the first two measures of the c-theme 
to use sequentially higher two additional times (these additional iterations are not shown) 
while contrapuntal commentary by y-material continues.169 
                                                             
169 See Chapter 9, pages 185–186 regarding use of ascending sequences in this section. 
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Example 5.8d: Nocturne No. 13 in B minor. The y-material appears contrapuntally beneath the c-
theme.  
 
This sequencing of integrated y and c material then gives way in measure 106 to the 
integration of all three elements: a statement of the original a-theme in forte octaves that 
is still accompanied by the sweeping triplets of the C-section and echoed by the y-theme 
in the bass. Energy accumulates as Fauré presents this material three times, each 
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sequentially higher, until the fourth iteration relents to a lower pitch level. Example 5.7e 
shows the first of the three iterations that ultimately drive to the climax of the piece.170 
 
 
 
Example 5.8e: Nocturne No. 13 in B minor. Interplay of the a-theme and y-material amid the 
sweeping allegro triplet accompaniment of the C-section.  
  
 
These examples from the earliest to the latest Nocturnes reveal Fauré consistently 
applying the procedure of developing earlier material within the contrasting textures of 
later sections, and extracting increasing expressive potential from the process as his 
career progresses. In the second Nocturne, Fauré’s conception of juxtaposing independent 
material is evident, even though the two themes do not first comprise independent 
sections before integration. In the third and sixth Nocturnes, the integration amounts to a 
fairly brief, though aurally prominent, event. In the fourth, fifth, and twelfth Nocturnes, 
                                                             
170 See also Chapter 4, pages 88-89 regarding use of an augmented triad at the climax of this 
retransition. 
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the scope of the mature process emerges, in which the two earlier themes appear as 
constituents of fully independent sections before extensive development within the 
second texture occurs. In the thirteenth Nocturne, Fauré extracts the maximum expressive 
potential from this process—the three independent themes (a, c, and y) comingle for 
nearly three pages of climactic intensification. Additionally, performance of all these 
examples demands the full virtuosic capabilities of both the instrument and the player, as 
Fauré summons the Romantic spirit of Liszt from the earliest to latest years of his life. 
Clearly, this process represents another strong thread unifying the entire body of 
nocturnes.  
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Chapter 9 
Use of Ascending Sequences to Accomplish Climax 
Robert Orledge has noted “torturously long climbing sequences” as a prominent 
characteristic of Fauré’s late period.171 While Orledge’s adjective of ‘torturous’ is a bit 
hyperbolic, sequences in Fauré’s late music are typically longer than those of the early 
and middle periods. However, it is important to acknowledge that Fauré uses ascending 
sequences throughout the Nocturnes from his early, middle, and late years.  
As the examples below will show, these ascending sequences often create the 
central climax of a piece as well as harmonically preparing a return of primary material. 
Specifically, Fauré consistently derives transitional, and more often retransitional, 
material by extracting melodic fragments from previously established melodic material 
and using those fragments in sequential ascent. Some, but not all, of these climaxes can 
be cross-referenced with a subsequent gesture of exhalation that will be discussed in 
Chapter 10. Throughout this chapter, brackets will denote passages in musical examples 
that are reused at higher pitch levels. In cases of multiple sequences, the labels S1, S2, etc. 
will be used. 
The second Nocturne in B major uses a transitional x′′ sub-section to prepare a 
return of B material (B′′).  Here, Fauré uses two different ascending sequences; within 
each, the internal motivic material itself makes an upward gesture. These separate 
sequences are labeled S1 and S2 in Example 6.1. S1 features a gesture that retains the 
texture of previous x sub-sections, hinting at melodic motion through prominent accents. 
                                                             
171 Orledge, Gabriel Fauré, 239. 
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In each successive presentation (labeled S1 in measures 44, 45, and 46), the melodic voice 
accomplishes a four-note ascent every measure (ascending by semitone, whole tone, and 
then a fourth) while the bass octaves descend by step.172 Fauré then uses that material in 
diminution, both melodically (the melodic intervals are now contracted to two semitones 
and a diminished fourth) and rhythmically (a four-note ascent is now accomplished every 
half measure), while the bass octaves only descend by step during each shortened 
iteration. These two iterations are labeled S1 (diminution) in the analysis.  
The gesture continues in the first half of measure 48, but the interval pattern of 
this brief segment is disjointed from both S1 and S2. Another proper sequence then occurs 
during the second half of measure 48 through measure 49, labeled S2. Here, the four-note 
ascent has contracted entirely to ascending steps (semitone, whole tone, semitone), and in 
each iteration Fauré uses the final two-note ascent of the previous iteration as the first 
two-note ascent of the next.  
After a great deal of chromaticism during the sequences, the final harmony of 
measure 49, before the subito piano return of the b-theme, can be understood as an 
inverted Ger.+6 in B minor.173 The subsequent cadential 64 allows us to feel a sense of 
return, while also subtly implying a (still distant) dominant F-sharp harmony to come. 
The dynamic, rhythmic, and textural intensity achieved through these sequences creates 
the largest climax of the piece. 
                                                             
172 The inner-voice arpeggios do not always act in an exactly sequential way throughout this 
passage. 
173 In the analysis, I consider the pitch F-natural in the bass as an enharmonic respelling of E-
sharp, thus the diminished third (the inverted Ger. +6) between E-sharp and G-natural resolves 
inwardly to F-sharp in the following measure.  
  
 
169
  
Example 6.1: Nocturne No. 2 in B major. Ascending sequential passages during the transitional 
x′′ sub-section. 
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Nocturne No. 4 in E-flat major features the next example of ascending sequence, which 
occurs in the retransitional segment of the B-section. The opening theme has just been 
stated within the new texture of the B-section174 several times, and is stated fortissimo 
and appassionato in measures 52–53; I label this instance c′′. Yet just when the intensity 
seems at a maximum, Fauré increases it further by extracting the descending-step motive 
that begins the theme and presenting it four times in ascending stepwise sequence in 
measures 54–55, as the brackets in Example 6.2 indicate, creating a dramatic rise-and-fall 
contour yet further intensified by contrary stepwise motion in the bass. Thereafter, the 
intensity dissipates and a final tranquillo statement of the bell-like b-theme prepares the 
forthcoming return of A.175 
                                                             
174 See also Chapter 8, pages 153-154 regarding development of primary thematic material within 
contrasting textures in this section. 
175 See also Chapter 10, page 193 regarding use of an exhalation gesture in this section. 
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Example 6.2: Nocturne No. 4 in E-flat major. Ascending sequential passages are shown in 
brackets. 
 
The next two examples come from the sixth Nocturne (which has the form 
A/B/A′/C/A′′, as seen in the appendix). Ex. 6.3a shows the first of two retransitional 
passages that link section B to A′.176 These four measures iterate the same melodic and 
                                                             
176 See also Chapter 4, page 69 as this sequence leads to a restatement of the a2-theme which uses 
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harmonic material (ascending whole tone then semitone over a highly decorated 
diminished seventh chord) a minor third higher each time; the final melodic pitch of each 
is used as the first melodic pitch of the next. This sequential passage culminates in the 
second-largest climax) of the piece, superseded in intensity only by the following 
example.  
 
Example 6.3a: Nocturne No. 6 in D-flat major. The ascending sequence leading to the A′ return 
is indicated by brackets. 
 
 
Example 6.3b shows the larger retransitional section that links C and A′′, which drives to 
the largest climax of the piece. In measures 106-108 Fauré uses a melodic gesture three 
times, each successive iteration a whole tone higher, while the bass interval increases; 
these are labeled S1 in the analysis. After a short fragmentation of the first half of S1 in 
                                                                                                                                                                                     
an augmented triad. 
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measure 109 (recalling the short transitional segment between S1 and S2 in the second 
Nocturne, Example 6.1) Fauré extracts the second half of S1 and iterates that melodic 
material three times successively higher in increasing interval size, which I label S2.177 
This recalls the process by which Fauré perpetuated sequential motion by creating a new 
sequence from a motivic fragment of the previous one, as previously observed in the 
second Nocturne. During S2, Fauré does not use the accompanying material sequentially; 
instead, he creates a diatonic progression  towards a dramatic cadential 64 in D-flat major 
in measure 111, when the bass voice makes a fortissimo restatement of the a2 theme.178 
 
  
                                                             
177 See also Chapter 7, page 137 regarding use of the double-neighbor motive in this passage. 
178 See also Chapter 8, pages 158-159 regarding development of primary thematic material within 
contrasting textures in this section. 
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Example 6.3b: Nocturne No. 6 in D-flat major. Sequential use of two different passages during 
the large-scale retransition between C and A′′. 
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The seventh Nocturne in C-sharp minor features a more straightforward rising 
sequence to climax during the retransitional section.179 Each of the four measures 
indicated below uses the same material a whole tone higher. 
 
 
Example 6.4: Nocturne No. 7 in C-sharp minor. Sequential passages are shown in brackets. 
                                                             
179 This retransition also suggests the Lydian mode and is followed by an exhalation gesture; see 
also Chapter 6, page 123 and Chapter 10, page 197 for cross-reference. 
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The eighth Nocturne also features a sequence during retransition that culminates 
in the climactic return of the a-theme. This sequence occurs only twice, as indicated in 
Example 6.5, at the interval of a perfect fourth, but the material within each also ascends, 
preparing the climax with a four-measure effect of ascent similar to the other 
Nocturnes.180 
 
                                                             
180 See also Chapter 5, page 110 regarding transient use of strong mediants in this passage, as well 
as Chapter 7, page 139 regarding use of the double-neighbor motive. 
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Example 6.5: Nocturne No. 8. Two-measure sequence during the retransition from the B-section 
to the return of primary thematic material. 
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The ninth Nocturne features several ascending sequences. First, the retransitional 
section uses two different passages in two-statement alternation, labeled S1 and S2, with 
successive entrances a semitone higher, which serve to prepare the return of primary 
material in measure 34.181  As noted in several previous examples, the internal material of 
these sequences also ascends, and the bass doubles the ascending chromatic upper-voice 
motion in parallel fifths.182 The primary material returns in measure 34, marked subito 
mp. Fauré then expands the reiteration of the primary material itself by inserting two 
sequences. First, he extracts the opening melodic gesture and presents it three times, each 
a fourth higher, which I label S3. Finally, he restates the culminating two-note long-short 
rhythmic gesture three more times, each a semitone higher, which I label S4.  
These sequences within the A′ return contribute a sense of gradual unification that 
was absent in the original A-section, where the contemplative a1-theme and the resolute 
a2-theme were starkly contrasted dynamically and harmonically. 
 
 
 
 
 
 
 
 
                                                             
181 See also Chapter 7, page 141 regarding use of the double-neighbor motive in this passage. 
182 Robin Tait has also identified this sequence; see Tait, The Musical Language of Gabriel Fauré, 
162–163. 
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Example 6.6: Nocturne No. 9 in B minor. Four different passages are set sequentially higher 
during both the retransition and the A′ return. 
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In the tenth Nocturne, the retransitional section is built exclusively from melodic 
fragments of the a-theme that alternate conversationally between bass and soprano and 
are sequenced higher.183 Example 6.7 illustrates this section. First, measures 19-23 
represent free development of the melodic material. Then two different sequences appear, 
labeled S1 and S2. The first of these occurs twice, at the interval of a minor third. The 
second occurs three times, a semitone higher each time. Thereafter, the subito piano 
return of the primary theme in measure 30, after the extensive dynamic build-up, creates 
an anti-climax that recalls the retransition of the ninth Nocturne, shown in the previous 
example. 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
183 See also Chapter 7, page 142 regarding use of the double-neighbor motive in this passage. 
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Example 6.7: Nocturne No. 10 in E minor. Two different passages are used sequentially higher 
during the retransition. 
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In the twelfth Nocturne in E minor, the retransition features a short descending 
melodic fragment presented four times in ascending sequence, first by semitone and then 
whole tone at the fourth iteration, with a prominent reversal of direction at the fifth 
iteration, followed by a sense of half-cadence through arrival on a B dominant-seventh 
harmony, as shown in measures 91-92. In Example 6.8, I denote the sequential material 
with brackets, but a sense of hypermeter is also created (which I illustrate above the 
brackets) by melodic accents that are out of the step with the sequential pattern. The 
sequence builds up to the most dramatic restatement of the primary material (A′′) of the 
piece in measure 95.  
  
Example 6.8: Nocturne No. 12. Ascending sequences and resulting hypermeter during 
retransition. 
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Fauré’s consistent use of climbing sequences culminates in the thirteenth 
Nocturne, in which he constructs a massive retransition from two different motivic 
fragments derived from earlier thematic material. Orledge’s phrase “torturously long” 
might even be an understatement here, as Fauré presents the first sequence three times in 
two-measure units by ascending minor thirds, (S1, measures 100–105) and the second 
sequence three times in three-measure units by ascending whole tone (S2, measures 106-
114), all of which cumulatively rise in pitch level. The huge scope of this ascending 
sequence pair, amid integration of three separate themes, creates a sense of inexorable 
motion towards B-minor,184 but substitutes a dramatic augmented triad at the moment of 
arrival in measure 115 that brings a sense of climax to the piece, and, metaphorically, a 
greater sense of macro-climax at the level of Fauré’s entire body of Nocturnes.185   
                                                             
184 See also Chapter 8, page 161-165 regarding development of primary material within 
contrasting textures. 
185 See also Chapter 4, pages 88-89 regarding use of an augmented triad in this passage. 
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Example 6.9: Nocturne No. 13 in B minor. Multiple ascending sequences during retransition. 
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These examples have revealed Fauré’s remarkably consistent approach to constructing 
transitional, and more importantly retransitional, sections throughout his career. Every 
single example given demonstrates the attainment of climax at the level of the piece, and 
every example derives the melodic material to be treated sequentially from fragmentation 
of earlier thematic material. A particularly interesting point to note is that the second, 
sixth, and ninth Nocturnes develop Fauré’s approach to prolonging ascent even further by 
creating a second sequential passage through fragmentation of what was already 
thematically fragmented material. Several of the passages observed in this chapter also 
figure in the upcoming chapter, which details the last aspect of homogeneity in Fauré’s 
style to be considered in this dissertation: similar gestures following the climax. 
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Chapter 10 
The Exhalation Gesture After Points of Climax 
This final chapter will expand on Caballero’s modest point of analytical support 
for homogeneity. Recall from my Chapter 3 summary of his argument the observation 
(inspired by unspecific observations by both Bryan Northcott and Norman Suckling) that 
several piano pieces from a wide range of years contain “…descending passages that all 
mark a kind of exhalation after points of climax…They are Fauréan and also bear a 
structural function in common…They are what, for lack of a better word, musicians often 
call a “gesture.”186 Caballero has identified four pieces in which such descents share the 
gesture of right-hand descending octaves that gradually subside dynamically.187 (One of 
these examples is the fourth Nocturne in E-flat major, which I will also reference). Yet 
throughout the Nocturnes, if we expand our view beyond textures including sweeping 
octaves, we can find many descending gestures that gradually subside dynamically and 
create the aesthetic effect of exhalation following points of climax. 
 In the first Nocturne in E-flat minor, the retransition builds to climax via 
sweeping arpeggiation of the dominant seventh harmony. After this climactic gesture, the 
dominant pitch B-flat is prolonged as the bass line gradually exhales through a 
descending stepwise descent to the tonic. As noted in Example 7.1, this event is marked 
diminuendo poco a poco underneath an ethereal right-hand pianissimo echo of the climax. 
                                                             
186 Caballero, Fauré and French Musical Aesthetics, 164. 
187 Caballero, Fauré and French Musical Aesthetics, 165. 
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Example 7.1: Nocturne No. 1 in E-flat minor. The indicated pitches create a sense of exhalation 
into the return of primary material. 
 
In the second Nocturne in B major, the retransition builds to climax in a similar 
fashion to the first, although here the sense of dominant prolongation is accomplished 
through several more elaborate rising gestures over an ever-present F-sharp in the bass. 
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Once the highest point of register and dynamic has been achieved in measures 59-60, two 
stepwise descents begin the exhalation by subsiding dynamically in measures 61-62. The 
exhalation continues through a long, hushed extension (measures 63-69) that features 
pairs of stepwise descending, gently accented pitches, noted in Example 7.2, while the 
pitch level of the successive pairs gradually descends. In measure 69, the exhalation is 
complete, having arrived on the dominant triad, and the music evaporates through 
ethereal ascending pianissimo arpeggiation. 
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Example 7.2: Nocturne No. 2 in B major. Extended gesture of exhalation from retransitional 
climax at measure 60 to arrival on the dominant triad in measure 69. 
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In the fourth Nocturne in E-flat major, the B-section builds to climax through an 
ascending sequence,188 after which the retransition (abbreviated R in the example, 
containing sub-sections y and b′′) features a “swoop” of descending octaves at m. 56 that 
releases the energy and arrives on a gentle cadence in the temporary tonic of G-flat major. 
(This is the example Caballero also observed).  
                                                             
188 See also Chapter 8, pages 153-154 regarding development of primary thematic material within 
contrasting textures, as well as Chapter 9, page 171 to cross-reference use of an ascending 
sequence.  
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Example 7.3: Nocturne No. 4 in E-flat major. Gesture of exhalation beginning in measure 56, 
gradually dissipating until measure 59. 
 
In the fifth Nocturne in B-flat major, the largest climax of the piece is achieved 
when the earlier theme from the A-section is restated within the B-section.189 After the 
theme has appeared in full, using sempre forte octaves accompanied by sweeping multi-
                                                             
189 See also Chapter 8, pages 156-157 regarding development of primary thematic material within 
contrasting textures in this section.  
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register triplets, Fauré extracts the closing descent from the cadential motion of the 
original material and, beginning in measure 125, uses that gesture three times in an 
‘exhalation’ during which the dynamic gradually diminishes and the texture gradually 
thins. With its descending octaves, this example supports Caballero’s original observation. 
 
 
Example 7.4: Nocturne No.5 in B-flat major. Exhalation in descending right-hand octaves, 
echoed in single tones as indicated in measures 129 and 131.  
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In the sixth Nocturne in D-flat major, each A-section achieves its central point of 
climax when the b-theme is iterated three times, the third of which is always the strongest. 
Exhalation gestures of descending octaves follow the climaxes in A′ and A′′; the first of 
these (from A′) is shown below, where the exhalation occurs in measure 61.190  
 
Example 7.5 Nocturne No. 6 in D-flat major. Melodic descent in measures 59–60 followed by 
exhalation in octaves in measure 61. 
 
                                                             
190 See also Chapter 4, page 169 to cross-reference use of an augmented triad in this cadential 
extension, which opens formal space for the exhalation to occur. 
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In the seventh Nocturne in E minor, the retransition features an ascending 
sequence infused with the Lydian mode191 that is followed by a gesture of descending 
octaves that is akin to Caballero’s examples in texture and construction. However, here 
Fauré demands a persistent fortissimo dynamic even as the octaves descend, withholding 
true exhalation for just before the A′ return. Thus in this case the descending octave 
texture prepares the exhalation in a two-stage process. 
                                                             
191 See also Chapter 6, page 123 regarding use of modal suggestion in this passage, as well as 
Chapter 9, page 175 regarding use of an ascending sequence. 
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Example 7.6 Nocturne No. 7 in C-sharp minor. Descending RH octaves, after climax and during 
retransition, but dynamic exhalation is withheld. 
 
  
 
198
In the twelfth Nocturne in E minor, the retransition linking the B and A′ sections 
represents a point of climax after several successively higher iterations of the double-
neighbor motive.192 This retransition uses the original motivic material from the a-theme 
within the texture of the B-section.193 Here, though, the motive itself, framed in octaves, 
is used for exhalation as it is sequenced successively lower by major thirds in measures 
37–39, and dynamic levels begin to decrease to eventually prepare the piano return of A. 
The exhalation in descending octaves continues through measure 40 in a more linear 
fashion.  
 
 
 
 
 
 
                                                             
192 See also Chapter 7, page 145 regarding use of the double-neighbor motive in this section. 
193 See also Chapter 8, pages 160-162 regarding development of primary thematic material within 
contrasting textures in this passage. 
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Example 7.7 Nocturne No. 12 in E-minor. Extended exhalation gesture preparing the return of 
primary thematic material. 
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In the thirteenth Nocturne in B minor, Fauré accomplishes a final climactic 
gesture in the A′′-section (measures 143–144), after which a drawn-out exhalation of 
descending half-note octaves, marked diminuendo, ushers in the coda, creating the effect 
of a poignant ‘last gasp’ that many other scholars have noted in the closing pages of this 
Nocturne. 
 
Example 7.8 Nocturne No. 13 in B-minor. A gesture of exhalation into the coda. 
 
As the examples in this chapter demonstrate, structural climaxes of textural and 
dynamic intensity represented musical events from which Fauré always seems to have 
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felt a need to withdraw gradually. It is true that some subito piano surprises can be found 
sporadically after climaxes; Chapter 9 observed such events within the B-section of the 
second Nocturne and at the points when the retransitional passages of the ninth and tenth 
Nocturnes give way to the return of their A-sections. Yet, overall, this survey of 
aftermaths of climax points in the Nocturnes has added considerable support to 
Caballero’s original suggestion that, more often, Fauré favors the aesthetic effect of an 
extended exhalation after dramatic climax in his piano writing. 
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Chapter 11 
Conclusion 
Part I of this study began with the observation that performers, audiences, and 
analysts almost unanimously agree that Fauré’s music is, if nothing else, extremely 
individual and almost instantaneously recognizable. Yet, it also acknowledged the 
widespread opinion that Fauré’s work continues to suffer a certain level of under-
appreciation and lack of exposure, a condition that may be attributed to the fact that the 
quality of individuality itself causes the music to resist simple classification, posing an 
obstacle to understanding among listeners. After exploring the historical understanding of 
the concept of musical style, and delineating the ways in which Fauré’s own style has 
been characterized, I concluded Part I by arguing that Carlo Caballero’s illumination of 
Fauré’s aesthetic beliefs justifies further analytical inquiry as to whether material 
elements of Fauré’s music display homogeneity.  
 I believe that the analyses of Fauré’s piano Nocturnes given in Part II provide a 
new level of material support for the characterization of Fauré’s musical style as 
homogeneous. The appendix confirms that every individual Nocturne shares at least three, 
and often four or more, distinctive stylistic traits with several other Nocturnes from all 
three chronological periods. In many cases, every trait appears within a single piece. 
These examples provide us with substantive proof that certain musical elements remained 
more or less essential to Fauré’s conception of the piano Nocturne throughout his entire 
life; or, to borrow Fauré’s own language, the examples demonstrate that he held certain 
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“favored methods” throughout his life. Furthermore, we can identify certain passages, 
sections, and entire pieces in which several of these traits comingle in significant ways. 
Reuse and Combination 
Consider the retransition of the sixth Nocturne. This is a single passage that 
highlights the double-neighbor motive while sequencing that material successively higher 
until it climaxes with an appearance of the b-theme displaced from its original texture: 
three traits in combination. Elsewhere in this Nocturne, suggestions of the Lydian mode 
occur, strong mediant relationships are exploited, and augmented sonorities contribute to 
an expanded A′-section. In the seventh Nocturne, the retransition features an ascending 
four-element sequence that climbs by step, with pitch content suggesting the Lydian 
mode, after which an extended exhalation of descending right-hand octaves serves to 
dissipate the tension. Elsewhere in this Nocturne, the primary phrase is expanded around 
an augmented triad substitution during a later statement, several transient chromatic 
mediant tonicizations occur, and the double-neighbor motive permeates the B-section. 
While I observed in Part I of this study that Fauré’s most popular pieces seem to 
have earned their place due to their effective balance of conservatism and innovation, it 
surely cannot go unnoticed that these popular Nocturnes also employ and recombine 
many musical traits that Fauré perpetually valued. I suggest that we might also attribute 
the popularity of a piece such as the sixth Nocturne to a general aesthetic sense among 
listeners that this is a moment in which Fauré has reached a certain level of “self-
actualization,” to borrow Burnham’s assessment of Beethoven at a parallel moment.  
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 Most significantly, though, it seems impossible to ignore that a sort of expressive 
culmination occurs in the twelfth and thirteenth Nocturnes, two pieces which Nectoux 
and Koechlin have likened to Fauré’s taking a sweeping, retrospective look over his 
entire life, as referenced above in Chapter 3. Consider the scope with which these traits 
manifest throughout the twelfth Nocturne: multiple thematic statements in the A-sections 
delineate strong mediant relationships, and the third statement is expanded around an 
augmented triad; the B-sections articulate multiple iterations of the double-neighbor 
motive in expressive forte octaves within a lush texture; the a-theme, originally set in a 
sparse texture, makes a climactic reappearance within that lush secondary texture and 
emphasizes augmented sonorities as it ‘exhales’; and the climax of the final retransition is 
accomplished through an ascending sequence. Similarly, consider the thirteenth: the A-
section moves transiently through strong mediants; Lydian suggestions and the double-
neighbor motive intersect in the B-section; Phrygian suggestions color the A′-section and 
coda; the c-theme is stated three times, the final iteration of which features an augmented 
triad at the melodic climax; the huge retransitional section features a triple 
thematic/textural integration applied throughout an ascending sequence that climaxes 
around an augmented triad; and, in the final A-section, Fauré builds one more climactic 
moment from which he ‘exhales’ one final time into the coda.  
Links Between Pieces at Distant Temporal Intervals 
My analysis has not been undertaken to refute the idea that Fauré’s compositional 
approach shifted between early, middle, and late years: certain traits that I have not 
delineated—such as trends in texture, rhythm, and harmonic techniques that reach 
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beyond the diatonic system—demonstrate that such shifts are a matter of fact. However, 
as suggested by Caballero’s work, a perceptible, underlying sense of identity in any given 
piece must be present if we are able to say that Fauré fulfilled his own goals as an artist 
who prized originality. It is this quality that I have sought to emphasize as the more 
powerful aesthetic force despite the apparent shifts Fauré’s style took at certain points in 
his career.  
Recall Caballero’s observation that the identification of homogeneity requires 
observation of “…unique strands that run through a store of music, link it together at 
distant intervals, and ultimately reveal its origin within a single human imagination.” This 
study has now enabled us to pinpoint certain strands that link various Nocturnes that were 
created at distant intervals in time; Fauré’s approaches to using augmented triads provide 
an example. The second, sixth, ninth, and thirteenth Nocturnes all feature a thematic 
phrase that uses a diatonic, triadic harmony in its first iteration but then harmonizes that 
same melodic point with an augmented triad in a later iteration. Also, the second, fourth, 
sixth, seventh, ninth, and twelfth Nocturnes all present basic phrases that are later 
expanded, with the starting point of expansion signaled by an augmented triad. To take 
another example, we can observe that in music from all three periods Fauré consistently 
builds climax by presenting fragments of previously presented thematic material in 
sequentially higher order. Even more specifically, the second, sixth, and ninth Nocturnes 
(representative examples from each period) all extend already kinetic ascending 
sequences further by extracting a fragment (of the already fragmented material) from the 
established sequence and continuing the drive upwards. 
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From a slightly different angle, it can now be fruitful to select two pieces from 
different periods and evaluate to what extent they are linked. A representative pair would 
be the sixth Nocturne (composed in 1894) and twelfth Nocturne (composed in 1921); 
both of these pieces feature every single trait identified by this study. In both Nocturnes, 
an augmented triad intensifies a later statement of a principal theme; also in both, an 
augmented triad initiates the expansion of a sub-section when that sub-section is 
reiterated. In the sixth Nocturne, Fauré explores the juxtaposition of D-flat major and A 
major in the A-section; in the twelfth, he initiates three thematic statements in E major, G 
major, and B-flat major in that order; thus strong mediant relationships figure 
prominently in both. In each, Fauré infuses modal suggestions; the sixth is heavily 
colored by the Lydian mode, while the twelfth has several Phrygian suggestions. In each 
Nocturne there is a strong, expressive presence of the double-neighbor motive (see the 
retransitional sections of the sixth and the B-sections of the twelfth). In each Nocturne, an 
earlier theme makes a forte reappearance within a middle section, set in the contrasting 
texture, just before a proper A-section return. While not positioned in corresponding 
formal ways, each contains an ascending sequence that achieves climax, and each has its 
own moments of exhalation that fit the description given by Caballero. 
Moreover, I believe that the specific traits I have detailed in this study all share a 
distinct aural perceptibility that is not diminished even as Fauré explores textural variety, 
rhythmic complexity, and even heavy chromaticism in new ways throughout his life. 
Suggestions of modality, the similar placements of augmented triads, and the recurring 
use of similar chromatic transformations are the kinds of musical elements that, despite 
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the technical intricacy with which Fauré executes each, are easily recognizable in varying 
contexts. Likewise, the persistent signature of the neighbor-motive, the drama of thematic 
and textural integration, the sheer force of ascending sequences, and gestures of 
exhalation after climax are all musical events that are, simply stated, plainly noticeable. It 
is true that the first five Nocturnes are obvious nods to Chopin; that the middle nocturnes 
reveal Fauré’s arrival at a balance between his Romantic heritage and innovations; and 
that the stark textures and heavy chromaticism of the final five epitomize Fauré’s late 
period. Yet, in any representative sampling of Nocturnes for performance or study (i.e. 
one or two pieces from each period), every single one of these traits would appear 
multiple times.  
 
Concluding Remarks and Suggestions for Further Study 
As discussed in Chapter 1, at its most effective a musical style label characterizes 
both the material elements and expressive properties of a work or body of works in a way 
that implies commonalities with other specific works. The primary limitation of my study 
is that, by evidencing the fact that Fauré’s music displays homogeneity, I have only 
attempted to illuminate (to borrow Rosen’s language) the way in which Fauré uses his 
language. I have not endeavored to propose any sort of revelatory classification of the 
material nature of that language itself; this task remains elusive for good reason. The fact 
that Fauré uses some of the same surface elements as Ravel and Debussy is insufficient 
license to group his music as Impressionistic; the way his early schooling obscured the 
backdrop of his formative years removes him from the Romantic era in too many ways to 
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satisfy that label; and the daring levels of chromaticism with which he experiments in 
later years hint at but never fully consummate commonalities with full-fledged atonal 
composers. 
This is where many discussions of Fauré’s music have come up short and 
misunderstanding has festered; we must remember that the myriad facets ingrained in the 
concept of style itself allow for more paths to understanding beyond classification. 
Obstacles to understanding Fauré’s music, rooted in unfamiliarity, can be evaded if 
listeners are mindful that the persistent, unwavering individuality in his music is the 
principal work of art, more so than any one piece.  Any encounter with Fauré’s music 
should be equipped with the understanding that this music is supposed to be unfamiliar; 
when a composer avows the very expression of individuality as a central artistic 
conviction and creates a homogeneous body of music, we must as listeners embrace the 
fact that a clean stylistic classification of that music will likely not be available.  
However, Caballero’s work has opened a door to informing meaningful 
commonalities with other music while still acknowledging the individuality of Fauré’s 
musical language. The exploration of style in Part I of this study implies that a separate 
body of music exhibiting the qualities of homogeneity would carry with it the potential to 
achieve an expressive effect similar to Fauré’s music, even if the material elements of its 
style are radically different from Fauré’s. It is in this respect that I suggest one possible 
aspect for further study, which would be an application of this concept to aid the attempts 
at understanding composers who produced music with material characteristics so 
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individual that meaningful commonalities with other composers have been difficult to 
convey. 
Caballero’s citation of James Kidd provides a succinct and effective summary of 
the claim I have tried to support in this study: “Fauré had and knew his own voice to an 
astonishing degree.”195 In closing, I suggest that descriptions of Fauré’s style must always 
stress that he is a composer who stayed remarkably true to himself throughout his life, 
which was an achievement all the greater for having occurred while the surrounding 
world of European music diverged so rapidly in so many directions. Such a description 
imparts that Fauré’s musical creations truly attained his goal as a composer, which was 
the ongoing realization of his own profound identity. To Fauré this was a process during 
which changes represented not fundamental transformation, but, rather, instances of 
periodic self-renewal that allowed the composer to express himself ever more 
authentically and effectively while the self being expressed always remained the same. 
  
                                                             
195 James Kidd, as cited by Caballero in Fauré and French Musical Aesthetics, 169. 
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Appendix 
For reference, this appendix contains tables outlining what I perceive as the principal 
formal structure of each Nocturne. Formal maps given are the result of my own analysis 
of Fauré’s scores. Harmonic analysis is omitted, as existing dissertations (especially those 
by Richard Henry Crouch and Joseph Valecenti) can be consulted for detailed harmonic 
analysis of all thirteen Nocturnes. The purpose of this appendix is to offer the reader a 
concise resource through which to navigate interrelationships across all Nocturnes as 
proposed in the body of this study. A master chart is given on page ---. 
Table Formats 
Each table follows the following format:  
• Sectional Form:  
o Letters A, B, C, etc. denote large-scale sections.  
 
• Phrase Form:  
o Letters a, b, c, etc. denote thematically significant phrases  
 Indications such as a′ or a′′, etc. are used only with respect to 
variations of melodic material (if a melody is reiterated identically 
over a new accompaniment, the same label is used but the 
acccompanimental variation will be noted). 
o Letters x, y, or z denote non-thematically significant phrases or small-
scale transitional material. 
o ext. denotes a cadential extension. 
o Logical sub-section groupings are given in parentheses when appropriate. 
 
• Labels of Salient Events Appearances of the traits supporting homogeneity, as 
analyzed in chapters 4–10, are labeled as follows: 
o Aug. denotes use of the augmented triad. 
o S.M. denotes transient use of strong mediants. 
o Phry. or Lyd. denotes use of modal suggestion (Phrygian) or (Lydian). 
o N.N. denotes an appearance of the double-neighbor motive. 
o T.X. denotes thematic reappearance within a new texture. 
o Asc. Seq. denotes use of an extended ascending sequential passage. 
o Exh. denotes what Caballero describes as a gesture of exhalation after a 
point of climax. 
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• Cross-references: The final row of each table lists other Nocturnes that utilize the 
same trait(s).  
o For example: 
 We see from Table 1 that the A-section of the first Nocturne uses 
modal suggestion, and that Nocturnes 2, 6, 7, 8, 9, 11, 12, and 13 
also use modal suggestion.  
 We see from Table 2 that the coda of the second Nocturne does not 
use any of the traits that relate to other Nocturnes. 
 As a more complex example, Table 2 indicates that the B-section 
of the second Nocturne features several traits (modal suggestion, 
thematic/textural integration, an augmented triad, a strong mediant, 
and an ascending sequence) and the final row lists which other 
Nocturnes also use each respective trait. 
 
o The final row is divided into three segments that acknowledge the three 
principal chronological periods of Fauré’s life, so that the frequency with 
which each trait is used can be easily observed.  
 
 For example, when we observe Fauré’s use of modal suggestion in 
the A-section of the first Nocturne (Table 1), we also recognize 
that:  
• only one other Nocturne from the early period also uses 
modal suggestion  
• all three Nocturnes from the middle period use modal 
suggestion 
• four of the five Nocturnes from the late period use modal 
suggestion 
 
o Early-period Nocturnes include numbers 1–5, composed between the 
years of 1860 and 1886.  
o Middle-period Nocturnes include numbers 6–8, composed between the 
years of 1886 and 1905. 
o Late-period Nocturnes include numbers 9–13, composed between the 
years of 1905 and 1924. 
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Table 1: Nocturne No. 1 in E-flat minor, Op. 33, No. 1. (1875) 
 
 Measures 
 
 
1–20 
 
21–73 
 
73–93 
 
94–113 
 
114–124 
 
Sectional Form 
 
A 
 
 
B 
 
Retransition 
 
A′ 
 
 
Coda 
 
Phrase Form 
 
 
a - a′ 
(b1 - x – b2) 
  (b1′ - x′ - b2′) 
 
y - z 
 
a - a′ 
 
 
 
Salient Events 
 
 M.S. 
(Phrygian) 
(a′) 
 
S.M. 
(x) 
 
Exh. 
(z) 
 
 
M.S. 
(Phrygian) 
 
Cross-reference 
with Nocturnes: 
 
2 2, 3, 5 2, 4, 5 2 
6, 7, 8 6, 7, 8 6, 7 6, 7, 8 
9, 11, 12, 13 9, 12, 13 12, 13 9, 11, 12, 13 
 
 
 
 
 
 
 
 
  
  
 
213
Table 2: Nocturne No. 2 in B major, Op. 33, No. 2. (1880) 
 
Measures 
 
 
1–12 
 
13–58 
 
58–73 
 
74–82 
 
82–
87 
 
Sectional 
Form 
 
A 
 
 
B 
 
Re-
transition 
 
A′ 
 
coda 
 
Phrase Form 
 
a - a′ 
 
 
(x – b)          (x′ - b′)          (x′′ - b′′) 
 
y - z 
a - a′ - 
ext.  
(varied 
accomp) 
 
 
 
Salient Events 
 
 
Aug. 
(a′) 
M.S. 
(Lyd.) 
(b) 
 
T.X. 
(b) 
 
Aug. 
(b) 
 
S.M. 
(b′) 
 
Asc. Seq. 
(x′′) 
 
Exh. 
(z) 
 
Aug. 
(a′) 
 
Cross-
reference 
with 
Nocturnes: 
3, 4 1 3, 4, 5 3, 4 1, 3, 4, 
5 
4 1, 4, 5 3, 4 
6, 7, 8 6, 7, 8 6 6, 7, 8 6, 7, 8 6, 7, 8 6, 7 6, 7, 8 
9, 11, 
12, 13 
9, 11, 
12, 13 
12, 13 9, 11, 12, 
13 
9, 12, 
13 
9, 10, 12, 
13 
12, 13 9, 11, 
12, 13 
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Table 3: Nocturne No. 3 in A-flat major, Op. 33, No. 3. (1882) 
 
Measures 
 
 
1–27 
 
28–67 
 
68–99 
 
100–110 
 
Sectional Form 
 
 
A 
 
B 
 
A′ 
 
Coda 
 
Phrase Form 
 
(a1-a1′)   
(a2-a2′)    
                         x 
(b - b′)  
 y   
                      b′′ 
(a1-a1′)   
          (a2-a2′) 
(x′ - a2′′) 
(varied accomp). 
 
 
 
Salient Events 
 
 
N.N. 
(a1) 
 
Aug. 
(b, b′, b′′) 
  
T.X.  
(b-material within 
a2′′) 
 
S.M. 
Cross-reference 
with Nocturnes: 
 
4 2  2, 4, 5 1, 2, 4, 5 
6, 7, 8 6, 7  6 6, 7, 8 
9, 10, 11, 12, 13 9, 11, 13  12, 13 9, 12, 13 
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Table 4: Nocturne No. 4 in E-flat major, Op. 36. (1884) 
 
Measures 
 
 
1–22 
 
23–55 
 
56–64 
 
65–83 
 
84–98 
 
Sectional Form 
 
 
A 
 
B 
 
Re-
transition 
 
A′ 
 
Coda 
 
Phrase Form 
 
 
a-a′ 
 
 
             (b1-b1′)                   (b2- x- b2′)      
 
y - b′′ 
 
a′′ - (ext.) 
(varied 
accomp.) 
 
b′′′ - 
(ext.) 
 
Salient Events 
 
 
Aug. 
(a) 
 
T.X. 
(b2, b2′) 
 
N.N. 
(x) 
 
Asc. Seq. 
(b2′) 
 
Exh. 
(y) 
 
S.M. 
(ext.) 
 
Cross-reference 
with 
Nocturnes: 
 
2, 3 3, 5 4 4 1, 2, 5 1, 2, 3, 5 
6, 7, 8 6 6, 7, 8 6, 7, 8 6, 7 6, 7, 8 
9, 11, 12, 13 12, 13 9, 10, 11, 12, 
13 
9, 10, 12, 
13 
12, 13 9, 12, 13 
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Table 5: Nocturne No. 5 in B-flat major, Op. 37. (1884) 
 
Measures 
 
 
1–69 
 
70–120 
 
121–138 
 
139–194 
 
194–
209 
 
Sectional Form 
 
 
A 
 
 
B 
 
Retransition 
 
A′ 
 
Coda 
 
Phrase Form 
 
(a1 – a1) 
     (x - x′ - x′′) 
        (a2 – a2′ - ext.) 
 
(b - b′ - y)  
  (b- z - b′′- y′)  
              
 
b′′ - ext. 
(a1 – a1) 
   (x′ - x′′ - x′′′) 
             (a2 – a2′) 
 (varied accomp.) 
 
 
 
Salient Events 
 
 
S.M.  
(a) 
 
 
 
 
 
T.X. 
(b′′) 
 
Exh. 
(ext.) 
 
S.M. 
(a) 
 
Cross-reference 
with Nocturnes: 
 
1, 2, 3   2, 3, 4 1, 2, 4 1, 2, 3 
6, 7, 8   6 6, 7 6, 7, 8 
9, 12, 13   12, 13 12, 13 9, 12, 13 
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Table 6: Nocturne No. 6 in D-flat major, Op. 37. (1894) 
 
 
 
 
 
 
 
 
 
Measures 
 
 
1–18 
 
19–56 
 
57–62 
 
63–110 
 
111–114 
 
114–133 
 
Sectional Form 
 
 
A 
 
B 
 
A′ 
 
C 
 
Retransition 
 
A′′ 
 
Phrase Form 
 
(a1 - a2) 
(a1′-a2′)               
x 
 
b - b′ - y 
 
a2′′ - x′ 
(c - c′) 
      (y′ -  c′′) 
   
   (z -   a2′′′) 
            ext. 
 
(a1′ - a2′) 
x′′ 
 
Salient Events 
 
 
S.M. 
(a′) 
 
N.N. 
(y) 
Asc. 
Seq. 
(y) 
 
Exh. 
(x′) 
 
Aug. 
(b′′) 
M.S. 
(Lyd) 
(c) 
 
N.N. 
(y′) 
Asc. 
Seq. 
(z) 
 
T.X. 
(b′′′) 
 
N.N. 
(z) 
 
S.M. 
(x′′) 
 
Cross-
reference with 
Nocturnes: 
 
1, 2, 3, 5 3, 4 2, 4 1, 2, 
4, 5 
2, 3 1, 2 3, 4 2, 4 3, 4, 
5 
3, 4 1, 2, 3, 5 
7, 8 7, 8 7, 8 7 7 7 7, 8 7, 8  7, 8 7, 8 
9, 12, 13 9-13 9, 10, 
12, 13 
12, 13 9, 11, 
13 
9, 11 
12, 
13 
9-13 9, 10, 
12, 13 
12, 
13 
9, 10, 
11,12
13 
9, 12, 13 
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Table 7: Nocturne No. 7 in C-sharp minor, Op. 74. (1898) 
 
Measures 
 
 
1–38 
 
39–93 
 
94–103 
 
104–
110 
 
111–
121 
 
Sectional Form 
 
 
A 
 
B 
 
Retransition 
 
 
A′ 
 
Coda 
 
Phrase Form 
 
(a1 – a1′) 
    (a2 – a2′) 
       (a1′′ - a2′′)  
          (a1′′′ - ext). 
   (b1 – b2)  
              x 
      (b1′ - b2′) 
 
y - z  
 
a′′′ - 
ext. 
 
 
 
Salient Events 
 
  
Aug. 
(a′′′) 
 
N.N. 
(b2) 
 
S.M. 
(x) 
  
M.S. 
(Lyd.) 
(x) 
 
Asc. 
Seq. 
(y) 
 
M.S. 
Lyd. 
(y) 
 
Exh. 
(z) 
 
Aug. 
(a′′′) 
 
 
Cross-reference 
with Nocturnes: 
 
 2, 3, 4 3, 4 1-5 1, 2 2, 4 1, 2 1, 2, 
4, 5 
2, 3 
 6 6, 7, 8 6, 8 6, 8 6, 8 6, 8 6 6 
 9, 11, 12 
13 
9-13 9, 12 
13 
9, 11 
12,13 
9, 10, 
12, 13 
9, 11, 
12, 13 
12, 
13 
9, 11, 
13 
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Table 8: Nocturne No. 8 in D-flat major, Op. 84, No. 8. (1902) 
 
Measures 
 
 
1–10 
 
11–20 
 
21–28 
 
29–33 
 
Sectional Form 
 
 
A 
 
B 
 
A′ 
 
Coda 
 
Phrase Form 
 
 
a - a′ - x 
 
b - retransition 
 
a′′ - x′ 
 
 
 
Salient Events 
 
 
S.M. 
(x) 
 
Aug. 
(x) 
 
S.M. 
(r.t). 
 
N.N. 
(r.t). 
M.S. 
Lyd. 
(a′′) 
Asc. 
Seq. 
(r.t). 
 
S.M. 
(x′) 
 
Aug. 
(x′) 
 
 
 
Cross-reference  
with Nocturnes: 
 
1, 2, 3, 
5 
2, 3, 
4 
1, 2, 3, 5 3, 4 1, 2 2, 4 1-5 2, 3, 
4 
6, 7, 8 6, 7 6, 7, 8 6, 7 6, 7 6, 7 6, 7 6, 7 
9, 12, 
13 
9, 11, 
12, 
13 
9, 12, 13 9, 10, 
11, 12, 
13 
9, 11, 
12, 13 
9, 10, 
12, 13 
9, 
12, 
13 
9, 
11, 
12, 
13 
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Table 9: Nocturne No. 9 in B minor, Op. 97. (1908) 
 
Measures 
 
 
1–14 
 
15–25  
 
26–33 
 
34–49 
 
50–61 
 
Sectional Form 
 
 
A 
 
B 
 
Retransition 
 
A′ 
 
 
Coda 
 
Phrase Form 
 
 
a1 - a2 -  a1′  
 
b - b′     
 
 
 
a1′ - a2′ - ext. 
 
 
 
Salient Events 
 
 
N.N. 
(a1) 
M.S. 
(Lyd.) 
(a2) 
  
Asc. 
Seq. 
 
N.N. 
 
Aug. 
(ext.) 
 
S.M. 
Cross-reference 
with 
Nocturnes: 
 
2, 3, 4 1, 2  2, 4 2, 3, 
4 
2, 3, 4 1, 2, 3, 4, 5 
6, 7, 8 6, 7, 8  6, 7, 8 6-8 6, 7, 8 6, 7, 8 
9, 10, 11, 12, 
13 
11, 12, 
13 
 10, 12, 
13 
9-13 11, 12, 13 9, 12, 13 
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Table 10: Nocturne No. 10 in E minor, Op. 99. (1908) 
 
Measures 
 
 
1–8 
 
9–29 
 
30–38 
 
39–61 
 
62–75 
 
 
Sectional Form 
 
 
A 
 
B 
 
A′ 
 
B′ 
 
Coda 
 
Phrase Form 
 
 
a 
 
(b - b′) - retransition 
 
a′ 
   Fragmented 
development/ 
sequences of a-
material 
 
 
 
Salient Events 
 
 
N.N. 
 
 
 
 
N.N. 
(r.t). 
 
Asc. Seq. 
(r.t). 
  
Asc. Seq. 
 
 
Cross-reference 
with Nocturnes: 
 
3, 4  2, 3, 4 2, 4 2, 4 
6, 7, 8  6, 7, 8 6, 7, 8 6, 7, 8 
9, 11, 
12, 13 
 9, 11, 
12, 13 
9, 12, 13 9, 12, 13 
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Table 11: Nocturne No. 11 in F-sharp minor, Op. 104, No. 1. (1913) 
 
Measures 
 
 
1–18 
 
19–38 
 
39–58 
 
59–72 
 
Sectional Form 
 
 
A 
 
B 
 
A′ 
 
Coda 
 
Phrase Form 
 
 
 Intro. - (a - a′) - x 
 
b - b′ 
 
Varied Intro.  
(a′′ - y) 
 
 
 
Salient Events 
 
 
Aug. 
(a′) 
M.S. 
(Phryg.) 
(a - a′) 
  
N.N. 
(varied intro) 
 
Cross-reference 
with 
Nocturnes: 
 
2, 3, 4 1, 2 3, 4 
6, 7, 8 6, 7, 8 6, 7, 8 
9, 11, 12, 
13 
9, 11, 12, 
13 
9, 10, 12, 13 
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Table 12: Nocturne No. 12 in E minor, Op. 107. (1915) 
 
Measures 
 
 
1–20 
 
21–42 
 
43–60 
 
61–75 
 
76–94 
 
95–107 
 
Sectional Form 
 
 
A 
 
B 
 
A′ 
 
B′ 
 
Retransition 
 
(Coda) A′′ 
 
 
Phrase Form 
 
a 
        a′ 
                a′′ 
 
b - b′ - b′′ - x 
a  
    a′ 
             
a′′ 
 
b′′ - b′′′ 
 
y - z Fragments 
of a  
 
Salient Events 
 
 
S.M. 
(all) 
M.S. 
(Phryg) 
(a, a′) 
 
N.N. 
(b′, b′′) 
 
T.X. 
(x) 
 
Exh. 
(x) 
  
N.N. 
 
Asc. Seq. 
(z) 
 
Cross-
reference 
with 
Nocturnes: 
 
1-5 1, 2 3, 4 2, 3, 
4, 5 
1, 2, 4, 
5 
3, 4 2, 4 
6, 7, 8 6, 7, 8 6, 7, 8 6 6, 7 6, 7, 8 6, 7, 8 
9, 13 9, 11, 
13 
9-13 13 13 9, 10, 
11, 12, 
13 
9, 10, 12, 
13 
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Table 13: Nocturne No. 13 in B minor, Op. 119. (1921) 
 
Measures 
 
 
1–22 
 
22–39 
 
40–52 
 
53–99 
 
100–126 
 
127–155 
Sectional 
Form 
 
A 
 
 
B 
 
A′ 
 
 
C 
 
Retransition 
 
A′′ 
 
 
Phrase 
Form 
 
 
(a - a′) 
           x 
 
(b - y)     (b′ - y′) 
 
(a′′ -a′′′ )           
y′ 
(c - c′) 
     y′′′ 
        c′′ 
 
Fragments of c 
and a, followed 
by ext. 
 
(a - a′) - x′   
(y′′ or coda) 
 
Salient 
Events 
 
 
S.M. 
(x) 
 
N.N. 
(b) 
 
S.M. 
(b) 
M.S. 
(Lyd.) 
(b) 
M.S. 
(Phryg.) 
(y′) 
 
Aug. 
c′′ 
 
 
Aug. 
 
T.X. 
 
Asc. 
Seq. 
M.S.  
(Phryg) 
y′′ 
 
Exh. 
x′   
Cross-
reference 
with 
Nocturnes: 
 
1, 2, 3, 
4, 5 
3, 4 1, 2, 
3, 4, 5 
2, 3 1, 2 2, 3, 4 2, 3, 
4 
2, 3, 
4 5,  
2, 4 1, 2 1, 2, 
4, 5 
6, 7, 8 6, 7, 8 6, 7, 8 6, 7, 8 6, 7, 8 6, 7, 8 6, 7, 
8 
6 6-8 6, 7, 8 6, 7 
9, 12 9-12 9, 12 9, 11, 
13 
9, 11, 12 9, 11, 12 9, 11 
12 
12 9, 10, 
12, 
13 
9, 11, 
12 
12 
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Table 14: Master Chart 
 
For quick reference, the following master chart identifies which section of each Nocturne 
contains which traits. Here, the abbreviation R is used to indicate a retransitional section. 
 
 
 
Nocturne 
# 
Aug. S.M. M.S. N.N. T.X. A.S. Exh. 
1  B A, A′′, Coda    R 
2 A, B B B  B B R 
3 B Coda  A A′   
4 A Coda  B B B R 
5  A   B  R 
6 A′ A′′, C A, C B, R R R A′, A′′ 
7 A, A′ B A B  R R 
8 A A B B  B  
9 A, A′  A A  R  
10   A B  B′  
11 A  A A′    
12 B A, A′, A′′ A B, B′ B R B 
13 R A, B B, A′, A′′ B C, R R A′′ 
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